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CHAPTER I 
THE PROBLEM, SOURCES, DEFINITION OF TERMS, AND 
ORGANIZATION OF THE REMAINDER OF THE STUDY 
Since its organization as an American institution, the 
music conservatory has prepared thousands of students for the 
various professional areas in music. It has also provided a 
musical education for many more thousands of individuals for 
whom music was an avocation . 
The conservatory was originally established in the 
United States largely upon the European counterparts such as 
those at Paris (1795), and at Leipzig (1843). This type of 
institution was a continuation of the musica practica element 
in music education whose roots are discernible in medieval 
music history . 
In America, many forces contributed to the rise of 
· the music conservatory. Among these was the rapid expansion 
of the United States, geographically, industrially, 
commercially, and in population . The attendant accumulation 
of total wealth and resultant higher living standards com-
bined to create a maturing cultural pattern which activated 
the concept among some Americans that schools should be founded 
\'Thich would provide thorough musical education, develop native 
talent, and encourage musical awareness in the public. 
The unlimited possibilities of the young republic, 
coupled with European political and economic difficulties, 
2 
caused millions of Old World immigrants to expatriate to 
America . They brought with them deep-rooted mores from 
which arose another influence . This old form of culture in 
a new setting of utilitarianism in turn helped to shape 
this phase of American music history . 
The constant growth of interest in music which was 
manifested in concerts, opera, singing-schools, institutes, 
fund societies, and other musical events, gradually developed 
into an expanding need to establish special music schools in 
the United States, thus obviating the need to travel to 
Europe for a musical education . 
Beginning in mid-nineteenth century, the acceptance 
of music into the public school curriculums of America, created 
the necessity for educating special music teachers for the 
elementary and secondary schools. 
The democratic concept which held that educational 
opportunity should be available to all, gradually spread to 
higher education . With the founding of many colleges and 
universities, the collegiate influence upon the music conser-
vatory in America resulted in a stronger academic subject-
matter balance in the music degree programs . The musica 
theoretica tradition, which constituted the principal areas 
for music study in American liberal arts colleges, was joined 
with the practical music curriculum of the early music conser-
vatories . When theoretical and practical music studies became 
merged with the academic subjects, earned degrees in music 
became possible in the conservatories . 
3 
As a result of these major influences, the American 
conservatory evolved. Little attention has been given to 
this significant development in the history of American 
musical institutions . The transformation of the music 
conservatory in the United States from a traditional 
vocational music school of the European type to an American 
degree-granting college of music comprises a fascinating 
and important aspect of the history of higher music education 
in America . The fact that men and women of vision were 
instrumental in founding, supporting, and nurturing these 
special schools of music, with the aspirations of elevating 
the art of music in the nation, is a proud and little-known 
chapter of the American heritage. 
THE PROBLEM 
Statement of the problem. The purposes of this study 
were (1) to trace the historical backgrounds of music 
teaching institutions in Europe ; (2) to show the development 
of the music conservatories in the nineteenth century in both 
Europe and the Western Hemisphere; (3) to investigate the 
various types of music conservatories which were established 
in the United States; and (4) to study selected American 
conservatories of the nineteenth and twentieth centuries which 
changed from continental type institutions to American colleges 
of music . 
4 
Method employed . The historical method of research 
has been the approach of investigation for this study . The 
attempt has been made to retain a chronological sequence 
throughout the study. This was not always practical, especially 
in the cases of merged institutions . 
In the historical treatment of the subject , the 
documentation and subsequent selection of valid source 
material required a synthesis and ensuing interpretation of 
the evidence . A detailed study of the development of music 
conservatories in the United States has been presented 
historically . Five major institutions of the nineteenth 
century, and three important schools of the twentieth century 
were selected for investigation . 
Delimitations . This study was not concerned with 
smaller conservatories, academies of music, or music schools, 
except in brief historical summary . 
The major portion of this investigation of music schools 
was limited to these conservatories which were established 
during the nineteenth century : The Peabody Conservatory, 
part of a cultural institute; the New England Conservatory, 
an independent type of music school ; the Oberlin Conser vatory, 
a college music school; and both the Cincinnati Conservatory 
and the College of Music of Cincinnati , which unified in the 
twentieth century, an'd then merged with a university . 
5 
A survey was made of three different types of music 
schools which were founded in the United States in the twentieth 
century. These were:The Institute of Musical Art and Juilliard 
School of Music, the Eastman School of Music of Rochester 
University, and the independent Curtis Institute of Music. 
II. SOURCES 
Sources of information and data. The research for 
---
this topic has been compiled from the following primary 
sources: reports of the boards of trustees, reports of the 
presidents, conservatory and music school catalogues, circu-
lars, calendars, announcements, bulletins, and commencement 
programs . Many of the above sources were published annually 
throughout the histories of the various institutions . 
A valuable source of material was found in the 
official magazines which were published intermittently by 
the several schools. Alumni Bulletins and Newsletters 
frequently contained important historical data concerning 
the alma maters and the graduates . The student annuals or 
yearbooks were the sole sources of information for faculty 
backgrounds in many instances . 
Newspapers, magazines, music newspapers and magazines, 
and other periodicals disclosed information which was unavailable 
in any other source . The publications of the various profes-
sional educational agencies and organizations such as: the 
MTNA, the NEA, the NASM, and the MSNC or later MENC, contained 
a surprising amount of material concerning music conservatories 
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especially those in the United States . 
Related and parallel studies, theses, and disserta-
tions , as available, have been invaluable in studying the 
subject of music conservatories . 
Personal interviews with directors, presidents, deans , 
and their assistants, led several times to the freedom of 
the archives of the institutions . Such conferences also 
furnished prime information regarding current school 
philosophies . 
III. DEFINITION OF TERMS 
Conservatory. The conservatory was a special school 
where music instruction was imparted in all areas of the 
study, but with particular emphasis upon applied music . 
Academy of Music . In the discussion of British 
musical institutions of learning, the'1 academy of music" was 
identical with the continental conservatory. In Great 
Britain, the word ''conservatory" was used more often to denote 
a special room or building for the conservation of flowers . 
In the United States , the term "academy of music" has some-
times been used historically to signify a concert hall or 
theatre . At other times , it has been used to describe a 
music school . A possible ambiguity in the text of the study 
has been avoided by clarifying the use of the term where it 
has occurred . 
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School of Music. The School of Music designated a 
college or university music school, which had the status 
of a professional school. 
Music Department. The "music department" was inter-
preted as a unit of a larger school or college of a university. 
Applied music. Applied music has been synonymous 
with practical music (musica practica) or musical performance. 
Class system ££ conservatorl method. This system was 
interpreted as meaning the teaching of applied music to small 
groups of students, each of whom was allotted a fraction of 
the available lesson time. 
Vocation. In reference to music study, this ter.m 
was used in connection with the highly professional music 
school of the European type, which prepared the students 
for a livelihood in music. 
College of Music. In the survey of nineteenth century 
Amer:i:can conservatories, "the college of music 11 was interpreted 
as denoting an independent music school with complete 
contemporary offerings, in contrast with the one-room studio 
conservatory. In tracing the history of twentieth century 
conservatories of music in the United States, the ter.m "college 
of music" has been used to mean an independent conservatory 
which offers an academic program to its students of music, 
who are pursuing a degree curriculum. 
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America. In this study, "America" meant the geograph-
ical limits of continental United States of America. 
American. An "American" was interpreted as meaning 
a native-born, or naturalized person, who made the United 
States of America his principal home. 
Latin America. For the purposes of this investigation, 
"Latin America 11 included all sections of the Western Hemisphere 
below the southernmost border of the United States, where 
Spanish or Portuguese is the native language. 
British America. "British .America" referred to the 
Anglo-American Colonies before the American Revolutionary War. 
Dl. ORGANIZATION OF THE REMAINDER OF THE STUDY 
Chapter II. Review of the Literature. The available 
specific studies on the eight conservatories and music schools 
whose histories have constituted the major sources for investi-
gation, were listed. Several important unpublished materials 
and documents were included. 
Chapter III. Historical European Backgrounds. The 
line of development of institutions expressly concerned with 
the teaching of music has been traced from the Roman schola 
cantorum, through the medieval institutions into the baroque 
conservatori of Italy. Nineteenth and twentieth century 
European conservatory practices were summarized in order 
that a comparison might be seen more readily between the 
traditional conservatory of music and the institution as 
it evolved in the United States. 
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Chapter IV. Latin American and Canadian Conservatories. 
For the most part, conservatories of Latin America were 
replicas of their European antecedents. Canadian conserva-
tories, however, have retained some European characteristics, 
while they have included other features traditionally associated 
with colleges and universities. Several of the Canadian 
conservatories have developed along parallel courses with 
music schools in the United States. 
Chapter v. Musical Backgrounds in the British 
American Colonies and the Early Republic. Musical activities 
in the British Colonies of the Atlantic seaboard grew from 
hymn singing in the early settlements to operatic and concert 
productions, instrument manufacture, music composition, and 
publishing, by the end of English rule. A few short-lived 
music schools were established by the end of the eighteenth 
century. 
Chapter VI. 0onservatory Antecedents before the 
Civil War . The nineteenth century began with a conservatorio 
in Boston, but the first effective music school was the 
Boston Academy of Music, whose formation coincided with the 
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entrance of music as a subject in the public school systems . 
Because of an expanding musical culture and the influence of 
European immigrants, especially those from German-speaking 
nations , the need for music conservatories became more 
pressing, by the time of the American Civil War. 
Chapter VII . ~ Development of the Music Conservatery. 
Three different types of American conservatories were 
surveyed in this chapter, each of which has had a continuous 
existence to the present . The development of these schools 
has offered an ideal opportunity for the historical investi-
gation needed in a study of the music conservatory in America . 
Chapter VIII . Other American Conservatories Founded 
in the Nineteenth Century. Because of the unusual development 
of the College-Conservatory of Music of the University of 
Cincinnati, its history was presented in detail . The chapter 
also contained brief summaries of other conservatories which 
began in the nineteenth century in America. 
Chapter IX. Three Music Schools of the Twentieth 
Century . The histories of three music schools of different 
types founded in the twentieth century in the United States, 
were given in this section of the study. Their evolution 
into colleges of music, which was indicative of contemporary 
higher music education, was shown . 
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Chapter X. Summary, Conclusions and Recommendations . 
The long history of music teaching institutions from the 
period of Christian Rome into the contemporary era was 
summarized. The differences betwee~ the music conservatories 
as they have developed in Europe and in the United States 
were compared . The various types of music schools in America 
were used to exemplify the growth of the college of music in 
several forms . Recommendations for further research studies 
were given . 
CHAPTER II 
REVIEW OF THE LITERATURE 
There is much available material on individual 
topics and subjects, regarding music conservatories. There 
are also several histories of individual schools extant, and 
a comparative study of three college schools of music. 
Many periodical and journal articles have emphasized singu-
lar aspects of the conservatory entity. However, an overall, 
broad study of the music conservatory has been lacking. 
Literature on Individual Music Conservatories 
Specific literature on the eight basic conservatories, 
whose histories have been presented in this study, is as 
follows: 
The Peabody Conservatory of Music. This venerable 
American institution has had no written historical compilation, 
though it approaches its centennial. However, two sources of 
value to its history may be mentioned. First, Franklin Parker's 
George Peabody, Founder of Modern Philanthropy, 1 Volume I 
of which is pertinent to the founding and the earliest years 
of the Peabody Conservatory of Music. The second reference 
is Lubov Keefer's Baltimore's Music. 2 
1 Franklin Parker, ~George Peabody, Founder of Modern 
Philanthropy," {Unpublished D.Ed. dissertation, George 
Peabody College for Teachers, 1956), Three Volumes. 
2Lubov Keefer, Baltimore 1 s Music (Baltimore: 1962), 
Chapters VI, 11George Peabody, It and VII, "Hamerik. 11 
13 
The Oberlin Conservatory of Music. A recent addition 
to the sorely needed conservatory historical literature is 
Richard Dean Skyrm ' s, "The Oberlin Conservatory - A Century of 
Musical Growth and Influence . "3 
The New England Conservatory of Music . The sole 
historical account of this college of music is an early 
bachelor's thesis by Eleanor Miller. 4 Some historical infor-
mation was also found in Henry Morton Dunham's The Life of~ 
Musician . 5 In Victor Yellin ' s "George Whitefield Chadwick,"6 
further valuable information may be found concerning the 
directorship of Carl Faelten . 
The Cincinnati Conservatory of Music . The major 
source of historical data on this institution was found in 
John Lewis ' "An Historical Study of the Origin and Development 
of the Cincinnati Conservatory of Music . "7 
3Richard Dean Skyrm, "The Oberlin Conservatory - A 
Century of Musical Growth and Influence" (Unpublished D.M. A. 
dissertation, University of Southern California, 1962), 420 pp . 
4 Eleanor Miller, "The History and Development of the 
New England Conservatory" (Unpublished Bachelor of Music Thesis, 
The New England Conservatory of Music, 1933), 350 pp. I 
5Henry Morton Dunham, The Life of a Musician, (New York: 
Richmond Borough Publishing ana-Frrnt:rng-company, 1931}, 235 pp . 
6victor Yellin, "The Life and Operatic Works of George 
Whitefield Chadwick" (Unpublished Ph . D. thesis, Harvard Univer-
sity, 1957) . 
7John Lewis, "An Historical Study of the Origin and 
Development of the Cincinnati Conservatory of Music" (Unpublished 
Ed . D. dissertation, The University of Cincinnati, 1943), 436 pp . 
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The College of Music of Cincinnati . The only history 
of this institution is Vincent A. Orlando's "An Historical 
Study of the Origin and Development of the College of Music 
of Cincinnati . "8 
The Institute of Musical Art of New ~City. A 
developing history of this important conservatory is contained 
in the book, Institute of Musical Art . 9 
Eastman School of Music . The background and evolution 
of this university school of music during its first twenty-
five years, were briefly told by Charles R1ker. 10 
Curtis Institute of Music . While much information was 
gleaned from the Institute ' s official publication Overtones, 
a systematic record of events in the life of this school is 
non-existent. Some facts in the conservatory's early years, 
while somewhat biased, were found in the Carl Flesch Memoirs. 11 
8 Vincent A. Orlando, "An Historical Study of the Origin 
and Development of the College of Music of Cincinnati" (Unpub-
lished Ed . D. dissertation, The University of Cincinnati, 1946), 
280 pp . 
9Frank Damrosch, Institute of Musical Art 1905-1926 {New 
York: Privately printed for Juilliard School of Music, 1936), 
272 pp. No subsequent report has been forthcoming, despite the 
suggestion of John Erskine in the Foreword (p . v), that historical 
revisions be made each five years . Accordingly, no history 
exists of the Juilliard School of Music . 
10charles Riker, The Eastman School of Music. Its First 
Quarter Centur~, 1921-19~(Rochester, New YOrk: The University 
of Rochester, 948), p 99 . 
11carl Flesch, Memoirs, trans . Hans Keller (London: 
Rockliff, 1957), the chapter entitled "America (1923-1928)." 
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Related Unpublished Literature 
The following three unpublished works were also con-
sulted: 
(1) Maurice Ervin Faulkner "The Roots of Music 
Education in American Colleges and Universities ''12 
(2) Mary Bartlett Lenom "Music Education in the Public 
Schools of France"13 
(3) Kenneth C. Mook "An Analytical and Historical 
14 Study of Three Specified Schools of Music . " 
12Maurice Ervin Faulkner, "The Roots of Music Education 
in American Colleges and Universities" (Unpublished Ph . D. 
dissertation, Stanford University, 1956), 260 pp . 
l3Mary Bartlett Lenom, "Music Education in the Public 
Schools of France" (Unpublished Ed . D. thesis, Harvard University, 
1961), 177 pp . 
14Kenneth c. Mook, "An Analytical and Historical Study 
of Three Specified Schools of Music" (Unpublished M.Sc . in Ed . 
thesis, Northwestern University, 1929), 60 pp . The three schools 
of music were in Northwestern University, Syracuse University, 
and Oberlin College . 
CHAPTER III 
HISTORICAL EUROPEAN BACKGROUNDS 
The Teaching of Music in Medieval Schools 
Music has been one of the disciplines of the liberal 
arts since the days of the ancients . Its inclusion in the 
quadrivium pointed to its scientific and mathematical basis, 
which had been strongly established by Pythagoras and Aristoxenos, 
in ancient Greece . 
The music of Rome, however, changed from secular to 
religious emphasis, upon the acceptance of Christianity in 
the fourth century. 
The first of the schola cantorum (singing, or choir 
schools), was founded by Pope Sylvester I (314-335), to train 
his choristers, in Rome . According to Thompson, the course of 
1 
study lasted for nine years, and these music schools were to 
become highly important in chant instruction, especially under 
Gregory the Great, {540-604), who standardized the training of 
singers and teachers throughout the Western Christian world . 2 
1oscar Thompson, College Music {New York : The Dodd 
Mead Company, 1939), p. 1'(29. 
2JUso Cf . Higini Angles, "Gregorian Chant, 11 New Oxford 
History of Music {London: Oxford University Press, ~4), II, 
Chap . IV, p. 95. Pope Celestine I (422-432) in whose reign 
"the foundation of a Schola Cantorum was brought about in Rome 
itself, as a model centre for the cultivation and composition of 
plainsong . " (Italics not in original) . -
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Although the theorist Boethius ' (475-524) five books 
of his De Musica were used in some of the medieval cathedral 
schools , these institutions trained singers and not musicians . 
"Musicians" studied music as a speculative science, using 
Boethius and other writers as the course of study. 3 The 
performer was not considered a musician · for the person who 
knew music both as a science and an art, was a development of 
the late Medieval period. 4 
The _schola cantorum, "the oldest music conservatory, 
was clearly of a religious and even strictly liturgical, 
character . "5 
In the Monasteries, the first of which was founded by 
St . Benedict, ~80-547) in the West, the seven liberalis 
artes were taught continually throughout the Middle Ages . 
Cassiodorus (478- 575) adapted Capella ' s seven liberal arts 
as the curriculum for his monks, and many of the monastic and 
cathedral schools in large dioceses gave attention to the 
science of music . 6 
3Faulkner, ~· cit . p. 68. 
4Nan Cooke Carpenter, "Music in the Medieval Univer-
sities," Journal of Research in Music Education, III (1955) 
No . 2, pp . 143-44-. - --
5valentin Denis, "Music Education in the Universities 
of Europe," Music in Education (Paris: UNESCO, 1955), p. 144 . 
6Faulkner, ~· cit . , pp . 69 and 71 . 
18 
The most famous Ecole ~ Palais was instituted by 
Charlemagne (782-814) during his fourteen years as head of 
the Franco-Roman Empire {medieval sovere:tgns were considered 
as successors to the old Roman emperors) 7 at Aix-la-Chapelle, 
under the masters Alcuin8 and John Scotus Erigena. In the 
document entitled Admonitio Generalis (787), broad reforms 
in the school curriculums were pronounced. 
This primitive university at Aachen (Aix-la-Chapelle), 
was provided with a full teaching faculty, and its study 
embraced not only the religious dogma, canon law, and of 
course, theology, but also the triVlum and the quadrivium. 
This general curriculum was the "only one in force until the 
end of the ninth century. 11 9 
It is important to remember that the Church was all 
powerful during this period. Latin was the official language 
of the state as well as of the church. In reality, the only 
educated men were the monks and priests in many large areas, 
7solange Corbin, "Charlemagne," Encycloee'die de la 
Musique {Paris: 1957), I, p. 523. 
BJ. Bass Mullinger, The Schools of Charles the Great 
(New York: Charles E. Stechert and Co.,-r911), p. ~ A treatise 
compiled by Alcuin on music is no longer extant. 
9nenis, op. cit., p. 145. Also cf. Hendrik Willem 
van Loon, The Ar~ {New York: Simon and Schuster, 1937), p. 182, 
where Charlemagne had constructed in Aix-la-Chapelle, the Church 
of San Vitale of Ravenna, another direct copy of Italian art. 
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and the church became rather monopolistic, regarding culture . 
In all branches of learning, it was the dominating 
influence; • • • "it was an educational institution, research 
station, and library, and her buildings were places of worship, 
theatres, and opera houses . "10 
The Medieval Universities and Music 
Although the purpose of the schola cantorum was the 
practice and rendition of sacred chant, Ambrosian and Gregorian, 
because the boys were kept together for a matter of years, 
other subjects were also taught . This general education, 
however, did not lessen the emphasis upon the teaching of 
music . 
But of the various institutions concerned with the 
education of music in the Middle Ages, the highest in educa-
tional levels were the cathedral and monastery schools, above 
the choir schools and most of the palace schools. The medieval 
universities gradually evolved from these institutions in two 
centers, Italy and France . 11 
In addition to the needs for higher studies in theology, 
medicine, and law, the universities also emerged because of 
10Alec Harman, Medieval and Early Renaissance Music, 
(London: Rockcliff, 1958), p. 9:-.Also cf . p. 11, "Monasteries 
were the only centres (of learning) before the universities 
came into being . " 
11Faulkner, ~· cit . , p. 73 . 
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the rediscovery of Aristotle along with commentaries on the 
liberal arts . 12 
Salerno and Montpellier, in the 9th and 13th centuries 
respectively, were originally founded to specialize in medi-
cine . Bologna (1088) was established for law, and Paris 
(c . ll70) emerged from a group of medieval schools, with 
emphasis on theology . Among this group of schools important 
in the foundation of the University of Paris (first statutes 
drawn up in 1215), were the Cathedral School of Notre-Dame, and 
the monastic school of St . Victoire . 13 
Another force which led to the rise of the universities 
was the growing interest and contact with Arabian and eastern 
writings . Carpenter showed that a large encyclopedia, probably 
by the Arab Alfarabi, who also left music treatises, was used 
at the University of Paris . l4 
Although a conservative wave swept most of the Islamic 
World, following the death of Mohammed (632), with the practice 
of music being discouraged, it came back strongly under the 
Umayyad Caliphs (661-750) . They moved the capital to Damascus, 
and their courts, with music in the hands of the matrons and 
12"University," The Columbia Encyclopedia, (1950), p. 2043 . 
13Nan Cooke Carpenter, "The Study of Music at the 
University of Paris in the Middle .Ages, 11 Journal of Research 
in Music Education, II (Fall, 1954), 2, p. 119. 
l4Ibid . , p. 121 . 
singing-girls, "unlike those of their predecessors, almost 
became conservatories of music."l5 
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Education and learning had become extremely important 
to the Caliphs for with the erection of the "House of Learning" 
(Bait-al-hikma), in Baghdad c. 950 A.D., the works of many of 
the Greek musical theorists were translated into Arabic. 16 
Arabic Music reached its apogee during the reign of 
the famed Harun-al-Rashid (ruled 786-809) when Ibrahim-Al-
Mosuli taught many pupils, including his own son Ishak, both 
singing and instrumental music, chiefly on the lute and the 
flute~7 The interesting practice of hiding the singers and 
musicians from the listeners, behind the curtain or partition, 
was also introduced into the Arabian court at this time. 18 
15Henry Geor~e Farmer, "The Music of Islam," in Ancient 
and Oriental Music, lEd. by Egon Wellesz), (London: Oxford 
University Press, 1957), p. 428. 
16Henry George Farmer, "Arabian Music," Grove's 
Dictionary of Music and Musicians, 1954, I, p. 182. 
17Julian Ribera Y Tarrago, Music in Ancient Arabia 
and Srain, Tr. and Abr. by Eleanor Hague and Marion Leffingwell, 
{Cali ornia: Stanford Univ. Press, 1929), pp. 46 and 50. Also 
cf. Ibid., pp. 79 and 81, which quote from the Arabic Encyclopedia 
by the Purity Brotherhood, who suggested "an apprenticeship of 
grammar and poetry for those who wish to study the science of 
music." 
18Ibid., pp. 46-7. "Harun-al-Rashid and his successors 
followed the example of the Persians • • • each performer was 
expected to sing or play on certain days of the week • • • they 
were placed behind a curtain or partition of some kind in the 
hall where the Caliph held his assemblies. The director or 
leader of the citara received the direct orders of the sovereign 
22 
Ziryab, a star vocal product of Al-Mosuli, was one of 
the first music teachers in Spain. 19 
This Eastern patronage of music was widespread and 
undoubtedly had its influence upon Spain, during the long 
Mohammedan control of Iberia. Salamanca University, founded 
in 1230, was unique in emphasizing both the theory and practice 
of music. It also awarded individual degrees in music and 
apparently gave practical instruction in music. 20 
in regard to what the musicians were to play. Because of 
the partition, the monarch could not see the performer." 
p. 109, "An Arabian kingdom in Seville also maintained 
in its court a croup of women performers who were curtained 
off, 'ci tara . 1 '' And cf. ft. #20 on p. 111 - "It is to be re-
membered that originally, in the Orient, citara meant the 
curtain behind which the musicians played, and afterward came 
to mean the group of performers, singers and players." 
It must be pointed out that this practice of screening 
the performers from the audience is also to be met in the 
study of the Venetian conservator!; see p. 3~, this paper. 
l9Ibid., pp. 103-5, q.v. for his interesting methods 
with singing students. Music educators were certainly needed 
in Cordova, for the education of a girl at the time of Al-Mansur (754-775), included playing "the lute, the rabel, the manucordio, 
the organ, and so forth, in order to do solace to her husband." 
p. 114. 
Large orchestras were also used, requiring some unifor-
mity of education and rendition for ••• 
• • • during the reign of Al-Mahdi (775-785), there 
were orchestras made up of a hundred lutes and a hundred flutes." 
p. 110. 
20Hastings Rashdall, The Universities of Europe in the 
Middle Ages, (London: Oxford;-The Clarendon Press, 1936}; Vol. 
II (of III), p. 81. Also cf: Nan Cooke Carpenter, "Music in 
the Medieval Universities,"~· cit., p. 140; Faulkner, ~· cit., 
p. 77; and Virginia Mountney, "A History of the Bachelor s --
Degree in the Field of Music in the United States," (Unpublished 
D.M.A. Dissertation, Boston University, 1961), p. 65. 
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In most instances, musica practica in the universities 
was closely entwined with religious music . At this period 
in monastic centers, Plainchant was undergoing a gradual 
decline, in favor of a rising use of polyphony. An increasing 
number of polyphonic compositions which "substitut·ed for the 
Gregorian melodies ••• indicated that the Catholic Church • • • 
encouraged in music as well as in the arts, the artistic 
Production of its own times . "21 
In England, at Oxford and Cambridge, which had their 
beginnings i n the twelfth century, both the theory and prac-
tice of music had their places, 22 and Oxford, which was modelled 
to some extent after Paris, 23 was preceded by a monastic 
school . Boethius r Musica was a standard text in most of these 
medieval universities . 
With the growth of secular music, both within and 
without the universities , changes were inevitable in sacred 
music. Not only did polyphony and its various techniques 
achieve a strong hold upon religious music, but the church 
institutions themselves gradually lost their influence upon 
musical matters • 
21Egon Wellesz, Eastern Elements in Western Chant 
(London and New York: Oxford university 'Press, 194'7), p. 191 . 
22Nan Cooke Carpenter, "The Study of Music at the Uni-
versity of Oxford in the Middle Ages (to 1450)," Journal of 
Research in Music Education, I, 1, p. 19 . --
23rbid., p. 12. 
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The transition in English music was typical of 
similar directions on the continent. Harrison wrote~ 
In general these changes in the liturgical function 
of polyphony reflect a period when the musical leader-
ship the monasteries had held in the thirteenth century 
was coming to an end. The initiative in liturgical and 
musical development was passing to the secular founda-
tions, to the cathedrals, and the new collegiate churches 
and colleges, and at the4turn of the century, to the Royal Household Chapel.2 
Another secular phenomenon was the evolution of the 
\ French Troubadours and Trouveres, during the ages of knight-
hood and the romance of chivalry. These musical poets, often 
of minor nobility, developed monophonic art-songs, and employed 
the equivalent of professional musicians, the jongleurs. A 
similar movement in Germany evolved with the minnesingers and 
their gauklers. This was another form of the patron, or 
amateur lover and composer of music and poetry, a person of 
high rank; in contrast to the worker, the accompanier, the 
Player, who was a person of low rank, a servant. 
These mobile nobles along with their retinues were to 
help substantiate the common idea that musicians were rather 
a shiftless lot. Hauser compared periods quite succinctly: 
In contrast with the stability of the early Middle 
Ages, a large part of the population is constantly on 
the move; knights undertake crusades, the faithful 
24Frank Ll. Harrison, "English Church Music in the 
Fourteenth Century," Oxford New History of Music, ed. Dom 
Anselm Hughes and Gerald Abraham (LOndon: Oxford University 
Press, 1960), Vol. III, p. 82. 
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pilgrimages, merchants journey from town to town, peasants 
leave their land, artists and artisans roam from one 
building-site to another, teachers and scholars from 
university to university--among the wandering scholars 
there emerges something of the romanticism of the tramp.25 
The wandering minstrels, jongleurs, jugglers, gauklers, 
and goliards, the latter especially renown because of the 
Carmina Burana collection, were artists who certainly con-
tributed to the musical education of the nobility and the 
, 
people. Their "Scholae Mimorum" or "Menestrandies" were full 
schools, in the medieval sense. 26 
These early institutions developed largely in order to 
raise the dignity of the musical profession. One of the first 
brotherhoods of minstrels was originated in Paris in 1321. 27 
This group obviously flourished, for they had founded a hospital 
for poor musicians, by 1335. 28 
25 Hauser, ~· cit., pp. 201-2. 
26 Irene Bogaert, "L'Enseignement Musical," La Musique 
en Bel,ique (Bruxelles: La Renaissance du Livre, 1~0), p. 355. 
Tiso c. Theodore Dubois, 11 L1Enseignment Musical," Encyclopedie 
de la Musique et Dictionnaire du Conservatoire (Paris: Librarie 
Delagrave, 193'I"J:, Part II, T. 0, p. 3443, ". • • Ces sortes 
d'ecoles, appelees Schola Mimorum ou Menestrandies, sont nes 
premiers Conservatoires de musique. On en voyait un a Scissons, 
,4' 
un a Metz, un a Poitiers, d'autres a Clermont, a Aix, a Orleans, 
etc." 
27curt Sachs, Our Musical Heritage (Englewood Cliffs, 
N.J.: Prentice-Hall, Inc., 1955), p. 75. 
28austave Reese, Music in the Renaissance (New York: 
w. W. Norton and Co., Inc., 1954T,-p7 7. 
26 
Another musical guild in Paris was sanctioned by King 
Charles VI in 1407, and was composed of jongleurs and ~­
leuresses . This coeducational institution produced teachers 
who could only be pronounced "suffisant" by passing an 
examination~9 
The economic success of the towns also changed the 
status of the itinerants. The services of musicians were 
continuously in demand, which caused them to band together as 
did the various tradesmen and craftsmen. The fathers of 
Zurich in the fourteenth century decreed that only regularly 
organized musicians could play, (probably at public functions). 30 
The growth and importance of the meistersingers, who 
founded regular schools of music with a constitution, the 
Tabulatur, demonstrated the spread of music to the middle 
classes . These burghers adopted a strict gradus ~ parnassum 
in their curriculum scheme, which extended from the beginning 
pupil to the meister. 
While it is true that music in the universities became 
separated from the philosophical branches of knowledge, and a 
distinction was made between the faculty of theology and the 
arts faculty,31 still musica theoretica was the prime considera-
tion of the art, in the medieval and renaissance universities. 
29Ibid. 
3°curt Pahlen, Music of the World, (New York: Crown 
Publishers, Inc . , n . d . ) 424 pp . ,-p7 48 . 
3lnenis, ~· cit . , p. 145. 
27 
The University of Florence, as Faulkner points out, 
while fathering the revival of learning, did not really nurture 
the creative Renaissance spirit. Few of the great literary 
men, artists, and musicians had university connections with 
any of the formal academic institutions. The beginning of 
the academy movement was thereby fostered, for 
••• the universities of all nations turned in fear 
from the scientific upsurge of the Renaissance and left 
its cultivation to individuals and to groups organized 
into societies, generally called academies • 
• • • So it was also in music. None of the great 
composers of any nation were university men, and the 
universitie~ did not sponsor or especially encourage 
their work.j2 
The living art of music was nourished by the governments, 
by the nobility, by the wealthy middle class, and by such 
institutions as the academy and the conservatory, rather 
than by the universities, as late as the age of Romanticism. 
An early French society whose members occupied 
themselves with music and poetry, was the Court of Love, 
founded by Charles VI in 1401.33 This academy-type group, 
while not being conceived on that of Plato, did show that 
32Faulkner, ~· cit., p. 84. However, for a different 
view cf. Nan Cooke Carpenter, Music in the Medieval and 
Renaissance Universities {Norman, Ok!a.~y~ Okla. 
Press, 1958), pp. 330-331. 
33Reese, Music in the Renaissance, ~· cit., p. 7. 
Also cf. J. Huizinga, Tliewaning of the Middle sges,{New York, 
Doubleday and Co., Inc:;-n.d.), pp. 120-21, of apter IX 
"The Conventions of Love." 
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secular music was actively sponsored by the highest rule; 
just as the growth of the guilds showed the active partici-
pation in music, of the middle classes . 
Both of these movements were mostly amateur-inspired, 
but in that they established schools or classes for the 
teaching of music, they also became important in the 
profession . 
The development of one particular type of Italian 
school for the teaching of music, however, was to become of 
paramount influence in American music education . It was a 
type of school with a new name - -the Conservatory. 
The Early Music Schools of Italy 
During the late Renaissance, there developed two 
different types of music institutions in Italy. 
One of these was called the Academy, after Plato•s 
Academy of ancient times e It was a manifestation of the 
Renaissance concept of the complete man, whose personality 
is represented by Castiglione in his Cortegiano . 
This individual, a perfect man of the world, had the 
following important characteristics : he was versatile, he 
developed his physical and spiritual capacities uniformly, he 
had skill, both in the use of weapons, and in the art of 
refined social intercourse, he had experience in the arts 
of poetry and music~ and he had familiarity with painting 
and the sciences.34 
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Some of these accademia were founded in Bologna (1482), 
and in Milan (1484). Burney mentioned Franchinus Gafurius 
(Gafforio) of Lodi, who lectured on music in the city .of Milan 
(1483)~ being subsidized by the magistrates. He was also 
given a faculty by the Archibishop.35 
A public music school which had begun at Naples, some-
time before 1490, under the Flemish musician and theoretician 
Joannes de Tinctoris (1446-1511) 36 was apparently re-established 
by Don Fabrizio, the father of Don Carlo Gesualdo (c. 1560-1614), 
the Prince of Venosa . 37 The school, which Reese called 
"Gesualdo's Academy," centered in the princely palace and 
attracted others in addition to musicians, for the poet 
Torquato Tasso (1544-1595) was known to be a frequenter.38 The 
Italian academy was a musical institution concerned with adults. 
34Arnold Hauser, The Social Histor~ of Art (New York: 
Vintage Books, 1957), II,-pp. 95 and 129-1 2:----
35charles Burney, A General History of Music (New York: 
Dover Publications, Inc., 1'957), p. l30. Also cf. 11Accademia," 
Dizionorio Ricordi della Musica e dei Musicis ti (Milano: G. 
Ricordi e C., 1959), p. 51 for a-list of the early Italian 
academies. 
36w. s. Rockstro, "Tinctoris," Grove's Dictionary of 
Music and Musicians (New York: St. Martin's Press, Inc., ~55), 
VIII, '1ffil. 
37Gustave Reese, Music in the Renaissance {New York: 
w. W. Norton Company, 1959), p.~3u;-
38Ibid., p. 569. 
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Naples 
1537 is the earliest da t e given for the founding of 
the Conservatorio di Santa Maria di Loreto in Naples, by 
Giovanni di Tappia , 39 a Spanish priest stationed in the city . 
Di (or da) Tappia had become interested in some orphans who 
were cared for by an artisan named Francesco, in his home in 
the Mercato district . From 1535, Francesco not only fed, 
clothed and housed the children, but had them instructed in 
music . Di Tappia secured funds, mostly by begging, and 
transferred the humble institution to a larger building near 
the Church of Santa Maria di Loreto . By 1566, the government 
had ceded the building to di Tappia , endowed the institution, 
and titled it a "Conservatorio. "40 
This term connoted a boarding- type school, usually 
of orphans of both sexes, whose purpose was to preserve 
(conservare) the science of music from corruption . 41· As 
the conservatori were originally concerned mostly with religious 
39"conservatorio," Encyclopaedia Britannica (1949), 
VI, 287-8 . 
40 
c . M. Phillimore, "Naples," Grove's Dictionary of 
Music and Musicians (1955) , VI, 7- 9 . --
41Edward Lockspeiser, "Conservatory--Musical," 
Encyclopaedia Britannica (1961), VI, 290, in which he gives 
the derivation of conservatorio as "workhouse" which in the 
Renaissance described a type of orphanage sometimes attached 
to a hospital or hostel . "The foundlings (conservati) were given 
instruction in music, and the conservatori were thus the first 
secular institutions equipped for musical tuition . " 
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music, the influences of the Counter-Reformation, from the early 
edict of Pope John XXII in 1522 to the liberal findings of 
the Council of Trent in 1562, are discernible. 42 
Of the many academies which sprang up all over Italy 
during this sixteenth century, one of the earliest important 
musical academies was founded at Verona in 1543, and included 
painters and poets. Not only were musical compositions per-
formed, listened to, and criticized, but the arts as a whole 
were discussed.43 
In addition to the_Conservatorio di Santa Maria di 
koreto. three other conservator! were organized in Naples. 
San Onofrio ~ Capuana was begun by private funds 
under the name "confraternity of the Bianchi 11 in 1576. This 
school also was taken by the royal government and established 
as the Conservatorio £1 San Onofrio. 
Della Pieta de'Turchini too was founded by a private 
religious group in 1583. At first, the blue-clad (turchino) 
children were taught only to read and write, but with 
protection of the Spanish throne, and the appointment of 
Also, conf. Maurice Ervin Faulkner, "The Roots of Music 
Education in American Colleges and Universities" (unpublished 
Doctoral dissertation, Stamford University, California, 1956), 
p. 113 ••• (conservatoriol ••• "hence the name, they 
conserved the lives of neglected children. 
42Reese, op. cit., p. 449. 
43Alec Harman and Anthony Milner, Late Renaissance and 
Baroque Music (Fair Lawn, N.J.: Essential~s, 1959), p.~. 
Francesco Provenzale and Gennaro Ursino as Professors of 
Music in 16701 a full music program was to have lasting 
effect on many composers . 44 
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De' Poveri di Gesu Cristo1 founded by the Franciscan 
Marcello Foscataro di Nicotera in 15891 was the only one of 
the four Neapolitan conservatori to remain in private hands . 
In their span of almost three centuries 1 these four 
schools became increasingly influential upon the development 
of Naples as a center of musical pre- eminence . "The rise of 
the Neapolitan School 1 " wrote Pratt 1 "was also due to the 
steady and diffused influence of four conservatories 1 all 
founded in the sixteenth century1 which were important centers 
of instruction until the eighteenth. "45 
The superlative training of these establishments is 
testified by this roster of their more important teachers 
and pupils: Alessandro Scarlatti, Francisco Durante, Porpora 1 
Tommaso Traetta, Sacchini 1 Leonard Leo, Feo, Jommelli 1 Piccinni 1 
Paisiello, Feneroli, Greco 1 Pergolesi 1 and Spontini . 
Mozart was taken to Naples by his father Leopold when 
a lad of fourteen ( 1769-70) in order '' . • • that Wolfgang 
should be steeped in every form of Italian music •• • • And 
of course 1 every great singer in the world had either been 
44Phillimore, .£E.• cit . 
45waldo Selden Pratt 1 The History of Music (New York: 
G. Schirmer, 1907), p. 193. 
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born a Neapolitan, been trained in Naples, or at least made 
his reputation there . • • • Student singers who hoped to 
shine in the highest musical heavens came from all over 
Europe to study with Finaroli (probably Fedele Fenaroli, 1730-
1818) at the famous Conservatorio . rr46 
Some of the methodology employed by these conservatori 
' has been shown by Burney, when he wrote: 
Each of them has two principal Maestri di Capella, 
the first of whom superintends and corrects the compo-
sititions of the students; the second, the singing, 
and gives lessons . There are assistant masters 
called Maestri Secolari; one for the violin, one for 
the violincello, harpsichor, (sic) hautbois, french-
horn, etc . 
Boys are admitted from eight through ten to 
twenty years of age . • • • That after boys have been 
in a Conservatorio for some years, if no genius is 
discovered, they are dismissed to make way for 
others . '-l-7 
According to Bontempi (Giovanni A. Angelini, 1630-1705), 
the daily curriculum of these schools consisted of: 
Morning: one hour of difficult passages, one hour 
of trill studies, one hour of scales and ornaments, one 
hour of literature, and one hour of vocal exercises in 
the presence of the master. 
Afternoon: One hour of theory, one hour of contra-
puntal practice, another hour of literature . 
The rest of the day was spent playing, composing or 
listening to famous singers . 
46Marcia Davenport, Mozart (New York: Charles Scribner's 
Sons, 1932), pp . 51-2 . 
47nr. Charles Burney, An 18th Century Musical Tour in 
France and Italy (London: Oxford-uO:rversity Press, 19591;1; 
pp . 246-7 . 
After eight years of such training, the singer was 
a well - rounded musician, able to cope with any musical 
problem, hp~ever inadequate his general education may 
have been . '+ 
Venice 
Equally as well- established and influential in 
34 
Northern Italy were the four famous conservator! of Venice . 
Although originally designed as hospitals for the poor and 
incurable, they gradually developed into schools of music for 
girls only. 49 The Mendicanti had begun as a collecting 
station for lepers in the thirteenth century. The Piet~ was 
founded in 1348 as an orphan home attached to the foundling 
hospital . The establishments of the Incurabili in 1522, and 
L'Ospedaletto in 1527 completed the quartet of Venetian 
conservator! . The schools paralleled the importance of their 
counterparts in Naples, for such men as Willaert,5° Lotti, 
Galuppi, Scarlatti, Hasse, Porpora, Vivaldi, Jommelli and 
Cimarosa are connected with them. 
48 Manfred F. Bukofzer, Music in the Baroque Era (New 
York: W. w. Norton and Company, Inc . ;-1~), p. 4o7:--
49Marc Pincherle, "Vivaldi and the Ospitali of Venice," 
The Musical Quarterly, XXIV (1938), p. 301. 
5°Reginald L. Poole, "Willaert, 11 Grove's Dictionary 
of Music and Musicians, (1926), V. 525 . Adrian Willaert Is 
associatediiith the foundation of a singing-school at Venice . 
Cf . Reese, ~· cit., p. 323 . , who lists Zarlino, de Rore, 
Vicentino and A:-rrabrieli as Willaert's pupils. 
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The pupils were divided into two classes, the novices 
and the pupil-teachers, whose duty was to teach the rudiments 
of music to the novices, under the guidance of the maestro . 
Burney was highly pleased with the musicianship and 
performance,51 J . J . Rousseau broke church rules in order 
to meet and talk with the singers of the Mendicanti, 52 and 
Goethe, in 1784, upon hearing the Mendicanti, "never imagined 
such voices could exist . "53 
Demise of the Eight Original Conservator! 
However, despite their paramount position in the 
development of Italian music, both vocal and instrumental, 
and their immeasureable influence on composers, performers, 
and theoreticians, these "eight Collegii di Musica"54 had 
ceased to exist by the reign of King Murat (1808) under 
Napoleon . 
51Burney, ~· cit . , I , pp . 124-5 . 
52Horatio F. Brown, "Venice," Grove ' s Dictionary of 
Music and Musicians (1926), V, 241- 2. Also cf . c. Stainer;--
"Venice,-"" Grove's (1955), VIII, 719- 20 . The choir was invisible 
to the audience because it sang behind a screen, the only male 
allowed therein being the maestro . This practice recalls the 
old Arabic tradition of the citara which was copied in Harun-al-
Rashid 1s court after earlier Persian customs . It contemporane-
ously became practice in Iberia in both Moorish and Christian 
courts . Cf . p. ~ 2 f , this paper. 
53Grace O' Brien, The Golden Age of Italian Music (New 
York: Philosophical Library, 1950),~ 117. 
54Augustus Delafield Zanzig, Music in American ~~e, 
Present and Future (New York: Oxford University Press,-rgj2), 
p . 360 . 
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Of the Neapolitan schools, the .Conservatorio ~~ 
'\ 
Poveri ~Gesu Cristo was converted into a Diocesan seminary 
in 1744, its children having been distributed between the 
other three schools. The conservatori San Onofrio and Santa 
Maria~ Loreto, having been united in 1797, were merged again 
with the Della pieta de'Turchini institution in 1806. Finally, 
under the combined pressures of mismanagement, lack of funds, 
contemporary political conditions and the criticism of the 
Archbishop of Taranto, the old school was closed permanently 
in 1808. 55 
Although the Real Conservatorio di Musica di San 
Sebastiano1 later becoming ~Pietro~ Maiella, was soon 
to follow, and with an impressive role of famous names through 
the succeeding generations such as: Tritta, Paisiello, 
Fenaroli, Zingarelli, Donizetti, Mercadante, Martucci, et. 
al . , it and the Neapolitan School of Music (Bellini, Ricci) 
have never risen to the heights of their Baroque predecessors. 
In Venice, similar circumstances caused the closing 
of the four famous conservatori. "the .Mendi.canti became what 
is now a municipal hospital; and Galuppi conducteil. his own 
oratorio "Moses" in 1776, just before the demise of the 
Incurabili . In this city also, newer schools of music were 
created in the nineteenth century such as the Liceo Benedetto 
55Phillimore, ~· cit. 
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Marcello, which became a municipal institution in 1877, and 
with Wolf- Ferrari as director in 1912. But the character 
of wide musical influence which had been exercised by the 
earlier Venetian schools, had disappeared . 
Several other academies should be mentioned here: 
there was a Royal Conservatory founded in Milan c . 1615,56 
and the famous Accademia di Santa Cecilia di Roma was organized 
in 1584, 57 and subsidized by the government . 58 
!though Milan had an early academy founded by 
Ludovico Sforza (vide p.19 ), and a flourishing singing school 
of G. F. Brivio c . 1700, the most important Milanese establish-
ment was created by Napoleon in 1807 as the Royal Conservatorio 
of Milan . The course of study during the nineteenth century 
required a continuing series of rigid examinations annually 
during the nine to eleven years of the particular study. 
Possibly because of the influence of 1§ Scala, the vocal study 
was the longest . 59 
56.Adolf We~dig, "Music Schools and Conservatories," 
A Cyclopedia of Education, ed . Paul Monroe (New York : The 
Macmillan Company, 1913), IV, 354. 
57Reese, ~· cit . , p. 424 . 
58Monroe, ~· cit ., who gives the date of founding of 
the Conservatory or-st:-Gecilia as 1566 . 
59c . M. Phillimore, "Milan," Grove"s Dictionart of 
Music and Musicians (1926), III, 201- 2. Also cf . Gug ieTmo 
Barbian, ''Milan, 11 Grove ' s, (1955), V, 753-4. cf . Richard 
Anthony Leonard, A History of Russian Music (New York : The 
Macmillan Company; 1957), p:-42 . The Russian Nationalist, 
Michael Glinka, studied counterpoint for a short time in 1830 
with Francesco Basili, the head of the Milan Conservatory . 
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The Real Institute Musicale of nineteenth century 
Florence, after the unification of Italy, demonstrated the 
type of state subsidized music school which emerged, based 
to a great extent upon the old conservatori. 
Tuition was gratis, however the number of pupils was 
limited to 200, of an equal number of both sexes. Admission 
was by examination only, followed by a trial period, during 
which time the pupil would be dropped from the roster if 
found to be deficient.6° 
The academic year was a full twelve months, and the 
courses of study ranged from one year (for solfeggio), to 
eight years, (for 'cello, advanced piano). Most of the 
orchestral instruments required a six year study, (harp being 
seven years), singing encompassed six years of continual 
study, which was much less than the extended course at the 
Royal Conservatory of Milan. 
Assistant masters ("maestrini") or junior teachers 
were chosen from the most successful and advanced pupils, 
which system was seen in the earlier Venetian conservatori. 
The curriculum contained most of the traditional musical 
6°Dena Humphreys, Verdi, Force of Destiny (New York: 
Henry Holt & Co., 1948), pp. 26-29. The Italian Conservatories 
also had strict age limitations. The Milan Conservatory usually 
admitted pupils between 8 and 14 years of age. Verdi was 
rejected because of his piano playing, because he was from Parma 
and not Milan, and because at 18 he was four years beyond the 
maximum age limit. Verdi was not accepted to the conservatory 
which today bears his name. 
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subjects with the addition of Aesthetics, History of Music, 
Italian Grammar and Language, and Italian Literature. 
Upon successfully completing the final examination, 
(L 1esame di licenza), the pupils received diplomas. 
The state-supported school existed 'to attract, 
bring out, and provide a future for native musical 
talent, which would6otherwise lie dormant or perish for want to means.' 1 
For the most part, the academies were societies of 
the arts, where artists from all the creative media met to 
perform, to honor, to listen, to discuss and to criticize. 
One of the most celebrated groups of this type was 
called the "Accademia Poetico--Musicale, 11 which met in the 
palace of Cardinal Ottoboni at Rome, who wrote lessandro 
Scarlatti's epitaph. Both Scarlatti and Corelli became 
members in 1706, and G. F. Handel attended some of these 
meetings in the same year.62 Mozart was admitted to member-
ship in the Accademia Philharmonica in Bologna, on the 9th 
of October, 1769, after passing a difficult written examina-
tion in musical composition.63 
6l"Musical Institutions in Florence," The Monthly 
Musical Record, London, Vol. X (1880), p. 5. ---
62H. c. Colles, The Growth of Music (London: The 
Clarendon Press, 1939), p:-6o. Also-cr. Edward J. Dent, 
"Alessandro Scarlatti," Grove's Dictionary of Music and 
Musicians, (1926), IV, 241. -- ---
On April 26, 1706, Scarlatti was admitted a member 
of the Arcadian cademy, under the name of Terpandro Politeio, 
Corelli and Pasquini being elected at the same time. 
63navenport, ~· cit., p. 59. 
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In recapitulation it can be said that the adult art 
society or academy was less important in music education 
than the conservatory, which boarded and thoroughly trained 
children for their various vocations in music . The Baroque 
Italian Conservator! set the models for all of the music 
schools which were to spring up throughout the world. 
Italian Conservator! in the Twentieth Century 
Today, Italy maintains many music conservator! 
which are, in administration and practice, little different 
from those of the nineteenth century. Although discussions 
of changes and reforms occasionally are found in the 
periodicals, these usually are concerned with the musical 
subJects themselves, such as: changing the nine-year course 
in composition at the Milan Conservatory into a chrono-
logical- inductive sequence . 64 
Academicism is the charge when a question of devel-
oping the conservator! into more complete institutions with 
full academic curricula is put forward . 65 
64Giacomo Orefice, "Conservatorio o universita musicale?" 
Rivista Musicale Italiana, Torino: Vol . 25, 1918, pp. 462-63 
and 475 respectively . The author suggests that a musical univer-
sity represents a new order of thought in keeping with the 
expanding intellectualism. 
65carlo Scaglia, "Perla reforma dei conservatori, 11 
Rivista Musicale Italiana, Torino; Vol . 26, 1919, pp . 338 and 342 . 
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The Risorgimento undoubtedly influenced the naming 
of Italian conservatories after famous Italian musicians . 66 
These schools are usually municipally or government supported, 
even though they may have been originated by private societies . 67 
They usually give diplomas and teachers certificates, and 
offer extra-musical subjects as : Italian, History, Geography 
and Mathematics . 
The UNESCO Survey68 shows that the present Italian 
11 conservatorio di musica e liceo musicale" is similar to 
Sister plans of secondary music schools throughout Europe. 
66 Alberto de Angelis, L' Italia musicale d 1 oggi, 
Dizionario dei Musicisti (Roma: Ansonia, 1922), cf. Appendix 
pp . 1-xv on-rrconservatori- Licei- Istituti Musicali." The 
Rossini Musical Lyceum in Bologna; the Frescobaldi Musical 
Institute in Ferrara; the Verdi Conservatory in Milan: The 
Clementi Musical Lyceum in Naples; The Benedetto Marcello 
Musical Lyceum in Venice; the Boito Conservatory of Music in 
Parma; The Bellini Conservatory of Music in Palermo; The 
Cherubini Musical Institute in Florence; The Paganini Insti-
tute of Music in Genoa; the Tartini Italian Musical Institute 
in Trieste; et al. 
67Antonio Casellati, "Il Liceo Civico Musicale 
'Benedetto Marcello' di Venezia," Ilivista Musicale Italiana, 
Torino: XXX, 1923, pp . 109 and lll- 114. Also cf . "Conservatorio," 
Dizionario Ricordi della Musica e dei Musicisti (Milano: G. 
Ricordi & C. , 1959), p. 325 . ----
• • • Attualmente in Italia col nome di C. si indicano 
le scuole statali di mus . differenziandole dagli istituti 
communal!, privati ecc . (scuole mus . , licei mus . , e via 
dicendo) . 
68
world Survey of Education (Paris: UNESCO, 1959), 
Vol. II, p. 911 . --
Conservatorio di musica e liceo musicale (Italy): 
vocational training school of music; Duration of Course: 
10 years, Average entrance age - 10 years old, Standard of 
Entry - 4 years of primary education, Possible further 
education - Terminal . 
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The practice of conservatories affiliating with 
colleges and universities as Schools of Music, common in 
the Western Hemisphere, is considered outside the scope of 
professional musical institutions in Europe in the twentieth 
century. 
As in other totalitarian systems of government, e . g . 
Germany from 1933 to 1945, and Russia at present, the Italian 
schools of all types under Mussolini , were part of the total 
political milieu . 69 However, government support, in whole 
or in part, need not necessarily warrant policy or other 
control, witness the many subsidized musical institutions of 
the democracies of Western Europe . 
But Italy was the artistic ground in which the seeds 
of these unique music schools called 11 conservatories" gradually 
developed . 
As Pincherle points out, the original four boys' 
conservatori at Naples, and the four conservatori for girls 
69Ildebrano Pizzetti, ''Le Scuole di Musica e 1 'atti vata 
musicale professionale, 11 La Rassegna Musicale, Roma: XI, No . 
10, 1938, pp . 368-69 . In a-musical convention held in Venice, 
from September 11- 13, 1938, and presided over by the Minister 
of National Education (Bottai), accompanied by the Director · 
General of the Fine Arts, with a representative of the Secretary 
of the Party (Fascist), and the Director General of the Theater, 
300 musicians, composers, conductors, teachers, performers, 
critics, historians and musicologists heard 11 ••• its pleasing 
• • • having heard an Italian Minister of the time of Mussolini, 
an intelligent and understanding man as Bottai, affirm that--
"the state maintains schools of art not only to produce a cer-
tain number of artists annually, but above all, to be able to 
recognize in art, an educational force . " 
• 
at Venice, were the only Italian institutions that really 
trained musicians during the long period of their exis-
tence.70 
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While many types of music schools have existed since 
the days of the ancients, the immediate predecessors of all 
the important European music conservatories, are the unique 
Renaissance-founded conservator! of Italy, which grew 
originally from men's acts of charity. 
The arch-type of state supported conservatory, however, 
was a French institution, founded under very different cir-
cumstances--the Conservatoire National de Paris. 
French Music Schools 
The academy movement also developed in France, but 
With differences worth noting. 
Jean Antoine de Balf (1532-1589) founded the Acad~mie 
/ de Poesie et Musique in 1570, possibly one of the ideas from 
his trip to Italy in 1563.71 He and the musician de Courville 
received a "lettres-patent" from Charles IX, in order to 
establish an academy, using "les plus habiles musiciens du 
7°Marc Pincherle, "Vivaldi and the Ospitali of Venice," 
The Musical Quarterly, XXIV (July 1938) (pp. 300-312), p. 306. 
71Harman and Milner, ~· cit., pp. 35-6 • 
monde" to set de Barf's verses to music. 72 
Another of the aims of the academy was to provide 
instruction, not only in music and poetry, but also in 
44 
such areas as: languages, geography, mathematics, military 
history, gardening and gastronomy. The breadth of the 
curriculum again supported the concept of the complete man 
of the Renaissance • 
.. De Baif accomplished unity between music, poetry, 
dancing and staging in the courtly production Circe, ou le 
ballet comique de le Royne, in Paris, 1581, performed for the 
wedding of Margaret of Lorraine and the Duke of Joyeuse.73 
The emphasis upon a broadened, completely cultured 
man was instrumental in providing impetus to the establish-
ment of. these academies and societies where the literary, 
fine arts, philosophical and political minds formulated 
and produced joint works . 
There are references to musical academies, both 
founded by priests, at Troyes in 1647, and at Touen in 1661,74 
but little is known of their function or purposes. 
72Humphrey Burton, "French Provincial Academies," 
Music and Letters, London: Vol . 37, No. 3, July 1956, p. 261. 
Also cr:-charles Burney, A General History of Music (New York: 
Dover Publications, Inc.,-1957), p. 215, where the performances 
at de Ba~f 1 s house were attended by Charles IX and Henry III. 
73Harman and Milner, ~· cit . , p. 37. Also cf. Harold 
Gleason, Music Literature Outlines;-(Rochester, New York: Levis 
Music Stores, 1958), p. 49, in which the music of the ballet is 
attributed to Bruthasar de Beaujoyeulx (Baldasare de Religioiso). 
74Burton, loc. cit. 
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But the French provincial academies, supported by 
the wealthy, both noble and mercantile, were to exert a 
positive influence upon the cultivation of music throughout 
France, except in Paris. These societies of professionals 
and amateurs collaborating on fairly equal terms were 
usually called Academies of Music, but with no connection 
to the Royal Academy of Music. The first provincial academy 
was probably founded in Strasbourg in 1687 by Sebastien de 
/ Brossard, followed by Bordeaux and its Academia des L¥riques 
(1707), and Marseilles in 1717.75 
These institutions flourished throughout the 17th and 
most of the 18th centuries, however their pedagogical impor-
tance was perhaps negligible. 
The first of several Parisian academies to obtain 
royal permission was the Royal Academy of the Dance, granted 
by Louis XIV ("Le Roi Soleil") whose reign was a golden 
Period for the arts . 76 
The influence of the Italian institutions is seen in 
the next patent which granted to the poet Pierre Perrin (1616-
1675), the sole right (for a period of twelve years) to 
establish a royal Academy of Opera: 
75Ibid., pp. 262-63 and 273. 
76ne L'Opera, (Paris: Crapelet, 1824), pp. 39-40. 
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/ / 
• • • Pour etablir, par tout le royaume, des Academies 
d"Opera ou representations en musique, en langue francoise, 
sur le pied de celles d'Italie, en faveur du sieur PERRIN 
• • • 
28 Juin 1669 Signed 77 Louis 
Prunieres doubted that academies of this type ever 
existed in Italy. While some Italian academies "may have 
patronized productions of operas, they never dreamed of 
applying the name of "Academy" to any institution that was 
simply a theater with its management and company of singers . "78 
Although Perrin and Robert Cambert {1628- 1677) presented 
two successful operas in 1771, they lost the monopoly on 
opera in France, partly through the intrigues of Jean-Baptiste 
Lully (Lulli) (1639- 1687), who had made the prior claim that 
Italian opera was impractical in France, and partly through 
Perrin's mismanagement and incapability. 79 
This concession or "Lettre Patente du Roi" expanded 
/ 
the purposes of the Academie beyond the production of operas . 
An opera school was to be established along with "bandes" of 
violins, flutes and other instruments . This lifetime grant 
would continue with one of Lully's sons, of his own choosing . 
77Ibid • ., p. 42 . 
78Henry Prunieres., "Lully and the Academie de Musique 
et de Danse," The Musical Quarterly:, XI, 4 Part 1, (1925), p. 
532 . Also cf . Evelyn Benham, "A Musical Monopolist," Music 
and Letters., IX, 3, (1928), London, pp. 249-254 . 
79 ' Prunieres, ~· ~. , p. 531 . 
,.' ,. 
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By this document, signed by King Louis in March of 1672, 80 
Lully firmly grounded opera in France, producing one such 
work each year (with most libretti by Quinault), until his 
death. 
During the last years of L'Ancien Regime, Francois-
/ Joseph Gossec (1734-1829) organized L'Ecole de Chant in 
1784, the immediate precursor of the Conservatoire de Musigue. 
This Belgian musician had earlier founded in Paris: the 
"Concert des Amateurs, 11 1770, the "Concert Spirituel, 11 1773, 
/ 
and conducted the 11Academie, 11 from 1780-1782, (an orchestra). 
/ 
L'Ecole (royale) de Chant gave its first concert in April, 
/ 
1786, and in June, the name was changed to Ecole royale de 
Chant et de Declamation. Bl 
In 1790, the Municipality of Paris engaged a band 
under Bernard Sarrette (1765-1858), and shortly afterward 
(1792) instituted the Ecole gratuit~ de Musique de la Garde 
Nationale Parisienne. This same school took the name of 
Instit~t National de Musique, on November 8, 1793. 82 
During the revolutionary period and the Reign of 
Terror, music and musicians were used to further the cause 
BoDe L 1 0pera,~. cit., p. 45. 
8lPiecinni, who had been trained at the ~ Onofrio 
Conservatory, was "Maitre de Chant " at this school. 
82Gustave Chouquet and Gustav Ferrari, "Conservatoire 
de Musique," Grove's Dictionary of Music and Musicians (1926) 
I, 590 . 
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of the Committee of Public Safety. The republicans posted 
musicians on the street corners teaching the revolutionary 
and patriotic songs to the people . For a three- day long 
festival honoring the impersonal "Supreme Being" in June 
1794, the teachers of the Institut National de Musique 
offered their services . 83 
Lockspeiser points to the political reasons for the 
foundation of the Conservatory, which took place ugust 3, 
1795 : 
-
••• The purpose of the Paris Conservatoir~ was, 
however, radically different from that of the Italian 
schools . Formed during the Terror, its aim was to train 
musicians to take part in public concerg~, f €tes, and 
celebrations organized by the republic . 
83Paul Henry Lang, Music in Western Civilization 
(New York: W. w. Norton and Company, Inc . , 1941), pp . 788- 89 . 
Also cf . Charles Leirens, Belgian Music (New York: Belgian 
Government Information Service, 1955), pp . 28-9, re Gossec, 
who wrote "14th of July Hymn," "Tribute to Liberty," and 
"Hymn to the Supreme Being . 11 
84Lockspeiser,, loc • .. cit . Also cf . Conservatoire de 
Musique, Paris : Impr '£... merie de la R publique, Year V ( 179bf 
10 pp . This document is a report to the legislative body 
(Conseil des cinq~cents) on the need for retaining the young 
Conservatoire . Although secondary reasons are given, such as 
the "national glory" and the school's guarantee to maintain 
the "lyriques theatre" (p . 71), the main approach is made by 
appealing to the need for furnishing musicians and music for 
the national holidays and celebrations "as prescribed in the 
constitution" (pp . 4- 5) . "It is the only school of music in 
France" (p . 4) and supplies "the Government with musicians for 
the armies," (p . 5) . 
"Qui done encouragera les sciences utiles, si ce n 1est 
le Gouvernement?" (p . g;-italics .,.not in original) . 
The pamphlet is signed by Gossec, Gretry, Mehul, Lesuer, 
Cherubini, and with Sarrette as "Commissaire." 
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The Conservatoire de Musique was formed by the 
government on August 3rd, 1795, and incorporated the earlier 
schools . Sarrette was appointed president and within two 
years was administering a free school of music comprising 
125 professors and over 600 students . 
A government-controlled institution of the arts, 
although not new to Paris, however, did cause criticism. 
The unknown editor of De L'Opera (see pp . 45 and ~7 this 
paper), gave a warning 
A single corporation in music, is infinitely 
prejudicious to the progress and success of this 
lovely art . 
A Conservatory, when it has become sole and 
sovereign, in effect has a very dangerous comination . 
It makes a formidable league between composers and 
performers, who adopt as thei§5motto, 'nul n'aura de genie hors nous et nos amis . ' 
The monolithicity of government control here cannot 
be disregarded. Citizen Sarrette himself caused an uproar 
concerning his letter written to the composer Paesiello, in 
which he stated that any criticism of the Conservatory, was 
an attack, an insult against the government . 86 
Under Napoleon's directives, the organization of the 
Conservatoire was modified in 1800; Sarrette became D1rector, 
85 11 Fantasmagorie des Menus, 11 De L'Opera, ~· cit . , 
pp . 7-8 . 
86Robert , Aux Indifferens, (Paris : U800~ 
pp . 1- 2. The remaining fourteen pages of this little work 
criticize the handling of "Semiramis . " The work is signed 
by Robert • 
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and Gossec, Cherubini, M6hul, Lesueur and Monsigny were 
appointed Inspectors of Tuition . Among the 30 first class 
and 40 second class professors at this early time are found 
such men as: Dubernoy, Kreutzer, Plantade, Rode, Baillot 
and Boieldieu. 
The early rules of the Paris Conservatoire reveal 
curriculum organization as in the following: 
Rules of the 15 Messidor Year 4 
--- (3 July 179o) 
Title X 
Order of Teaching 
1st Article 
There are established three degrees of teaching. 
1st Degree 
The first elements-0f solf~ge form the first par~ 
of teaching. 
2nd Degree , 
The development of solfege . 
Singing (vocalization) / / 
Simple song and 1 le chant declame 1 
Instruments of all types. 
3rd Degree ~ 
Study 1 de la scene chantee 1 with 
orchestral accompaniment 
Accompaniment (science of harmony) 
Theoretical composition 
Teaching general theory and history of 
musical art are beated under all their 
relations 
These courses are public. 87 
Under the reorganization of March, 1800, mentioned 
above, an additional fourth level of general education was 
added. 
87Bernardin Rahn, L1 Enseignement Musical en France 
et le Conservatoire Imperial de Musique de Paris {Paris: 
r. Dentu, 1864), p. 4. 
Rules of Germinal Year 8 
(March -rBOoT 
Title III 
Order of Teaching 
Teaching is divided into four degrees. 
(The first three degrees are similar to those of 
Title X of Year 4, on p. 50, this paper) 
4th Degree 
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Complementing the study with the following related 
courses: physical sciences, mathematics, philosophy, 
and poetry. 
These courses are public.88 
In the Rules of 5 Juin 1822, which would affect 
Berlioz as a student, composition, counterpoint, fugue, . 
harmony and accompaniment were treated in detail. 
In the Rules of 22 Novembre 1850, it was shown that 
of 600 pupils, 53 were studying harmony, and 28 were study-
ing composition . 89 This indicates a high percentage of 
applied students, in a total enrollment the same as in 
Sarrette's administration. 
The famous government grant for foreign study, the 
"Prix de Rome" was secured by Sarrette in 1803. The direc-
tors or Inspector-Generals who followed him were: Cherubini, 
Auber, Ambroise Thomas and Theodore Dubois. Under these men, 
branches of the Paris Conservatoire were established in many 
88 Rahn, ~· cit., p. 6. 
89Ibid., pp. 10 and 15. 
other cities of France: at Lille, Douai, Toulouse, Metz 
and Marseilles . 9° 
Although other schools of music have been founded 
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~ / in France (e . g .: . Societe Nationale de Musique, 1871, with 
Franck as president; the Schola Cantorum, 1895, under d•Indy; 
/ / 
the Soci te Musical Independents, 1909, with Gabriel Faure 
~ , 
as president; and L1 Ecole Cesar Franck, 1935, under Louis 
deSerres) , none has achieved the continual position of 
influence maintained since its founding as the National 
Conservatory of Paris . As will be shown, it became the 
model for many similar institutions on both sides of the 
Atlantic . 
The Director of the school was named by decree of 
the President of the Republic, upon the recommendation of 
the Minister of Public Instruction and the Fine Arts . It 
has adhered to a fairly stable curriculum since Year 4 . 
Isidor Philipp could write: 
In the space of a single century, music has made 
tremendous strides in advance, and the Paris Conservatory 
may lay claim to a major share in this movement • •• 
In 1851 there were 280 applicants; in 1914, 1000 
• • • Admission examinations, nine in number, usually 
take up 17 seances ••• 
Strangers ••• are struck dumb with astonishment when 
they learn that the National Conservatory of Paris is 
entirely maintained by the government, that its pupils 
do not have to pay for their instruction, regardless of 
what nationality they may beA and that subsidies are 
even apportioned among them . ~l 
90chouquet and Ferrari, ~· cit . , p. 591 . 
9lisidor Philipp, "The French National CoQservatory 
of Music," The Musical Quarterly, VI (April, 1920), pp . 214- 16. 
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The Paris Conservatory today remains a classic example 
of the highly specialized professional school, supported 
completely by the government since its inception in 1795, 
with a limited enrollment, of which a good portion is supplied 
by the other national conservatories of France. 
The 48 national schools of music throughout the nation, 
of which 28 are official branches of the Paris Conservatoire92 
(Sup~rieur title since 1957), comprise 23,000 music students 
and 1200 teachers . Over 100 first prize students from these 
provincial and municipal schools are fed into the Paris 
Conservatoire Sup~rieur each year . 93 
The music schools are grouped into three categories 
according to the curriculum offerings . The students, from 
a minimum age of seven years to a maximum age of thirty years, 
are classified into four degrees: Preparatory, one year; 
Elementary, two years; Middle, three years; and Superior, 
five years. The awards are prizes and diplomas in the three 
92Mary Bartlett Lenom, "Music Education in the Public 
Schools of France,"{Unpublished Ed . D. thesis, Harvard Univer-
sity, 196l,)p. 39 . 
93Amable Massis, Encyclop~ie de la Musique (Paris: 
Fasquelle, 1958), Vol . I, p. 162 . Alsocr. "Aux Eleves du 
Conservatoire," Bulletin du Conservatoire de Musifue, (Paris: 
No. 1, Oct . 1947} Editorial, p. 3. 11 L1 li lite de a musique 
francaise ? C'est ici, dans le murs o vous venez quotidiennement 
apprendre et perfectionner votre metier de musicien qu 1elle 
doit se former et prendre conscience d'elle-m~me.¥ 
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upper degrees, with superior students being able to achieve 
accessits, 1 and 2, or prix, 1 and 2.94 
The thoroughness of musicianship of the Paris 
Conservatory is attested to by the long lists of French 
musicians who have been connected with it: Berlioz, ~zet, 
Charpentier,95 Debussy, ~libes, Dukas, Faur~, Franck, Gounod, 
/ 
Hahn, d 1 Indy, Massenet, Pierne, Ravel and Vierne. Harold 
Bauer wrote of the serious and thorough training which "exacted 
from the students an enormous amount of application and 
industry. \196 
94Amable Massis, Ibid. 
95Gustave Charpentier founded a popular conservatory 
in 1902 known as the "Conservatory of Mimi Pinson," whose 
purpose it was to provide opportunities for the working girls 
of Paris to study music . 
Charpentier dedicated almost four decades of his long 
life to the humble young girls, the "Mimis, Musettas, and 
Louises" who abounded in Montmartre . The Mimi Pinson choruses 
performed at many retes, and they organized into an important 
division of the Red Cross during the First World War . In 
addition to music, they studied fencing, dancing and gymnastics . 
Many of them were sent to the rural areas of France during the 
summer vacations . 
Charpentier was the patron saint of these midinettes, 
Cf . Marc Delmas, Gustave Charpentier et le Lyrisme France 
(Paris : Delagrave, 1931), pp . 26- 7, 10:2-3, and 167- 69 . Also 
cf . Kathleen O'Donnell Hoover, "Gustave Charpentier," The 
Musical Quarterly, XXV, No . 3, July, 1939, pp . 334-350:-D. c. 
Parker, "A Democratic Conservatoire, Gustave Charpentier and 
1 Le Conservatoire de Mimi Pinson, ' " The Musical Standard, London: 
1916, Vol . 8, No . 195,,pp . 224-25, wrote that 11 similar experi-
ments were tried at Avignon, Algiers, Geneva and Berlin . " 
96Harold Bauer, "The Paris Conservatoire: Some 
Reminiscences,rr The Musical Quarterly, XXXIII~ No . 4, Oct . 
1947, p. 538 . Also cf . the Bulletin du Conservatoire du Musique, 
No . 25~ July 1953, pp . 55- 56, for the-various professors' 
55 
There are also two other institutions in Paris which 
train music specialists, one supported by the Republic, 
the Centre de Preparation a£_Professorat ~ Musique, 1947, 
{usually referred to as La Fontaine because of its accommo-
' dations in the Lycee La Fontaine), and the Cours Normal de 
Chant, 1942, which was established by the City of Paris to 
produce high quality music teachers for its municipal schools . 
Both schools have a three year program with the 
/ Baccalaureat as the entrance requirement . In France, the 
/ baccalaureat is received upon completion of secondary 
education, which means graduation from either a lyce~, offering 
"\. 
a seven year course, or from a college, offering a four year 
course . 97 
The Cours Normal is a 11city supported part-time 
evening school whose students have received professional 
training in music and who are preparing to teach on the 
primary level in the Paris municipal schools . "98 
There are only twenty students enrolled in each of 
these two schools per year, and many of the applicants are 
graduates of the Paris Conservatory, "some of whom have won 
comments on Ravel, as a student at the Paris Conservatory from 
1890 to 1900. See also the Bulletin, No. 26, of Sept. 1953, 
for similar comments on Alfred Cortot, as a student from 1889 
to 1896, pp . 46- 7 . ' 
97Lenom, op . cit . , p. 25 . 
98Ibid. , p. 61 . 
the first or second Grands Prix de Rome . 11 Those students 
accepted into the Cours Normal must agree to teach in the 
City of Paris public schools for a period of ten years, while 
~ ' years . 99 the contracts for lycees and colleges extend for five 
At the Centre of La Fontaine, which offers no diploma, 
the first two years are spent preparing for the final tests, 
and the third year, for the competitive examination. There 
are nine instructors who coach the small mixed classes, and 
a continuous program of observation and practice-teaching is 
concurrent throughout the three year curriculum, by means of 
~ 
the regular secondary classrooms in the Lycee La Fontaine 
itself. 100 
The students who are to become music specialists in 
France are concerned, in the professional schools, with 
/ 
musical matters primarily. The Baccalaureat compares with 
the general education of the American first two years of 
college . 
Souriac explained this in stating ~ 
• • • we accept only students who have passed the bacca-
laur6at, and they often prove to us that it is possible 
to have completed the full course of secondary education 
and be an excellent singer or fine instrumentalist . lOl 
99Ibid., pp . 47-8 and 61. 
100Blanche Souriac, "The Training of Music Teachers in 
France," Music in Education (Paris: UNESCO, 1955), pp . 288-89. 
101Ibid. 
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German Music Schools 
In Italy and France, the music schools were free of 
tuition and other charges . Most of them were owned or sub-
sidized by the various governments or municipalities . 
In Germany, which developed more music schools of 
all types during the nineteenth century, some were state-
supported with little or no fees, while others were privately 
organized. These latter institutions were to have a large 
influence upon many American music students, who in turn 
became important in the development of the music conserva-
tories in the United States . 
Berlin 
The earliest section of the Royal High School for 
Music C.Konigliche Hochschule fur Musik) was called the Royal 
Institute of Church Music, founded in 1822. Another part, 
the Academic Master School of Composition was begun in 1833. 
The main branch, created in 1869, was called the Royal High 
School of Musical Art to distinguish its emphasis upon the 
applied, with the famous violinist Joseph Joachim (1831-1907) 
as the first Director . The latter school was the only one 
charging tuition,l02 although the Royal government actually 
paid two-thirds of the school costs. 
102Adolf Weidig, "Music Schools and Conservatories, 11 ed. 
Paul Monroe, A Cyclopedia of Education (New York: The Macmillan 
Company, 1913), IV, 354. --
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Other private conservatories in Berlin at this time 
were: The Berlin Conservatorium~ founded in 1850 jointly by 
Theodor Kullak~ Julius Stern and Bernard Marx; this school 
later became the Stern Conservatory after the resignation of 
Kullak; Kullak established his 11 Neue Akademie der Tonkunst 11 
in 1855; and Karl Tausig's famous Konservatorium was opened in 
1865. According to Amy Fay~ Liszt considered Kullak's pupils 
the best trained of any~ although he always recommended scholars 
to the Stuttgart Conservatory. 103 
The Berlin .Singakademie, while being actually older 
than the forementioned schoo ls~ founded in 1791~ was really 
a vocal organization and meeting place to rehearse and perform 
large choral works, particularly Handel's oratorios. Its 
famous performance of the Bach St. Matthew Passion~ under 
Mendelssohn was typical of its purpose . As such, it is here 
noted historically. 
Other important conservatories in Germany were: The 
Royal Academy or Conservatory of Munich (1846)~ Stuttgart 
(1857), Leipzig (1843), Cologne (1849), Dresden (1856)~ and 
Weimar ( 1872) • 
The large influx of German immigrants to America in 
mid-century, combined with the earlier works of other German 
103Amy Fay~ Music ~ in Germany, (New York: The 
Macmillan Company, 1905)~ p. 27o. 
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musical pioneers to build the image (albeit accurate) that 
Germany was the place to study music in the nineteenth century. 
McCusker spoke of this reverse artistic immigration on the 
part of American music students, as follows: 
Probably the first Boston students to work in Germany 
were Dr. Lowell Mason's son William, who sailed in 1849 
to study with Moscheles and later with Liszt, and James 
Parker, who had given up Harvard Law School for a musical 
career. Soon there were multitudes of their countrymen 
in Germany, for at that time, it was impossible to get a 
thorough musical education at any one place in America. 
Later, when this first generation had returned to the United 
States and begun teaching after the German methods, the 
crowd diminished, but from 1860 to 1880, Berlin, Lei~sic, 
Stuttgart and Weimar were full of American sutdents.lO~ 
The Munich Conservatory enrolled American students such 
as Chadwick, H. W. Parker, F. Bullard, Leo Lewis and Ad. 
Weidig; while some of its teachers were: von BUlow, Cornelius, 
Rheinberger and Klose . In the first part of the twentieth 
century, under Stavenhagen's directorship, it was still 
strongly attracting American students, especially those who 
wished to study with Thuille, who had been an earlier class-
mate of Chadwick's at the same school . l05 
In a letter from Weimar in September, 1873, Amy Fay 
described some of the methods of the German conservatories . 
104Honor McCusker, Fif§~ Years of Music in Boston (Boston: 
The Boston Public Library, 193 , p. 16:- --
105Mabel w. Daniels, An American Girl in Munich . 
Impressions of a Music Studenc-(BOston : ~le, Brown and 
Company, 1905},-pp. 21 and 39 . 
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She told of the preeminence of Stuttgardt and mentioned some 
of the class techniques 
• • • in all conservatories they have at least six lessons 
a week, two solo, two in reading at sight, and two in 
composition . Then, there are often lectures held on 
musical subjects by some of the professors, or by some one 
who is engaged for that purpose . 
All large conservatories have an orchestra, composed 
generally out of the scholars themselves ••• with this, 
the best piano scholars play their concertos once a month, 
or once in six weeks • • • in the Hoch-Schule in Berlin, 
they have two (concerts) yearly in the Sing-Akadamie, 
Kullak professes to have one, • • • in Stuttgardt, I 
believe they have four . l06 
Without doubt, the ~oyal Conservatory of Leigzig was 
to have a major importance in the development of American 
music conservatories . 
Plans for this school were first promulgated in April, 
1840, which was two months before the coronation of Frederick 
IV of Prussia . A citizen named BlUmner had left a legacy of 
20,000 thalers for the construction of an Institute of Arts 
and Sciences . Mendelssohn requested the court at Dresden, on 
April 8th, to locate the Institute at Leipzig . He sent a long 
letter to Kreis Direktor von Falkenstein, detailing the advan-
tages of Leipzig, and outlining the functions of the proposed 
107 
school . Certainly Leipzig had unparalleled features in: 
the famous Thomasschule and its long list of important 
106Fay, ~· cit . , pp . 264-268 . 
l07schima Kaufman, Mendelssohn, A Second Elijah (New 
York: Tudor Publishing Company, 1934), pp . 276-77. 
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cantors; the Gewandhaus and its concerts, which dated 
from the time that J. s. Bach was the Cantor of the Thomasschule; 
the important German music publishing house of Brietkopf 
und HHrtel; and in the musical periodical, the "Allgemeine 
Musikalische Zeitung." 
The King expressed willingness to the project, which 
would bring more glory to Saxony, and added further financial 
support. The permission to establish a "solid music academy 
at Leipzig" was granted in November, 1842. 109 Mendelssohn 
worked ceaselessly for a planned opening during the following 
April. On the 16th of January, the program of the new school 
appeared, 110 and in a letter of March 3, 1843, to Hiller, 
Mendelssohn was writing 
You remind me to choose a good singing teacher for 
our Music School . Please, tell me whether there is one 
to be found in all Germany. Meantime, I have had hard 
work to prevent them from doing away altogether with the 
teaching of singingi which is almost more necessary 
than anything else. 11 
l08"The Curtain Falls on a Chair Hallowed by the Ages," 
The Bulletin (Bonn: West Germany, Vol. 10, No. 25, June 26, 1962) 
pp. 7-8, for an account of the present situation of the 750-year 
old institution, under Communist rule . Also, the Gewandhaus 
was destroyed in the Second World War. 
109George Grove, "Leipzig," Grove's Dictionary of Music 
and Musicians (1926), II, 638. --
110w. A. Lampadius (Translated by W.L. Gage), The Life of 
Mendelssohn {Boston: Oliver Ditson Company 1887), p. ~.------
111selden-Goth, G. (ed.), Meadelssohn Letters (London: 
Paul Elek Publishers, 1946), p. 324. 
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The ~onservatorium opened on April 3, 1843 housed in 
the Gewandhaus, with a staff which included, in addition to 
Mendelssohn : Hauptmann on harmony and counterpoint, Schumann 
on composition and piano, David on Violin, Pohlenz, singing, 
and organ with Becker . It is interesting to note that 
Mendelssohn was still having difficulty in the vocal program, 
for although he was able in 1846 to secure Moscheles on 
piano, and Gade on instrumentation and composition, he him-
self was listed as instructor in composition and singing . ll2 
Mendelssohn apparently refused to be called anything 
but one of the teachers; he would not be listed as the 
director . 113 
The class method of teaching applied lessons, which 
was referred to as the ''Conservatory Method rr later in the 
United States, mentioned in a letter published in Dwight's 
journal, from J . P. (probably James Parker): 
In the practical branch also instruction is given in 
classes . Besides the regular exercises , the pupils meet 
together one evening in the week, and those who have 
studied any work to the satisfaction of the teacher during 
the past YI~k, perform it for the benefit of the whole 
assembly . 
112nas Conservatorium Der Musik in Leipzig (Leipzig: 
Breitkopf una-Emrtel (n . d. prooaoly 1846;-lo pp, unpaged, con-
taining Rules and Regulations, and a list of the instructors . 
ll3Ibid. , and Lampadius, ~· cit., p. 279 . 
ll4McCusker, ~· cit . , also conf . W. s. Rockstro, A 
General Histor& of MuS:rc TLOndon: Sampson Low, Marston, Searle & Rivington, 1 soy, pp . 360-364 . 
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Clara Doria (Clara Kathleen (nl e Barnett) Rogers), who 
was admitted to the Conservatorium at Leipzig at the age of 
twelve in 1857, mentioned the very informal manner of these 
weekly Friday Abendunterhaltung as being in strong contrast 
with the "way of doing things in our American conservatories . "115 
In 1857, Mendelssohn's conception of a simply organized 
conservaborium with a limited curriculum, whose purpose it was 
to propagate 11all that was highest and best in music and to 
send forth into the world earnest and thoroughly grounded 
musicians,~ was still the institutional philosophy.ll6 
Rogers listed the subjects as 
Piano, Organ, Harmony, Counterpoint, Orchestration 
and Composition, Violin, tCello and Voice, Choral 
practice and Orchestral playing . There was no instruc-
tion in dramatics, nor yet in language • • • 117 
There were 10 teachers and 118 students. A conserva-
tive aesthetic level was evidenced by Director Schleinitz who 
condoned no music written since Mendelssohn. Compositions 
by Chopin and Schumann were rarely admitted, and Wagner, "his 
name was never mentioned as a musician! "118 Russian composers 
had not been heard from and there was an utter contempt for all 
Italian music later than Rossini . 
ll5clara Kathleen Rogers, Memoirs of a Musical Career, 
(Boston: Little Brown and Company, 1919),-p. -118 . 
116Rogers, Ibid., p. 103. 
117 Ibid. 
118Ibid. , p. 106. 
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The Gewandhaus concerts under Reitz1 whose rehearsals 
were free to all conservatory students 1 were 11 strictly 
classical1 rr for he was as conservative in taste as were both 
Moscheles and David. ll9 
When the Barnett family moved to Berlin in December of 
.. 18601 Von Btilow commented on the piano playing of Clara 
Yes 1 that is what I expected. • • You have great 
talent 1 but your playing is of the academic order1 which 
is the inevitable result of the kind of education you have 
received at the Leigzig Conservatorium1 where everything 
is cut and dried. 12 
This -academicism was also found in Fay in her report 
concerning a Stuttgardt Conservatory student playing for Liszt 
ll9Ibid. 1 pp . 134-136. Also cf . Ethel Smyth1 Impressions 
that Remainea:- Memoirs (London: Longmans, Green, and Co., 
~ls. 1919) 1 Vol . I 1 pp . 164- 65 . Dame Smyth, who had studied 
at the Leipzig Conservatoriurn in 1877- 78 1 reported that the 
institution was "trading on its Mendelssohnian reputation, 11 
and expressed disappointment in lessons with Reinecke and 
Jadassohn: 
Though in other towns 1 the custom of playing 
excerpts from Wagner had been started1 such a thing 
was taboo in those sacred halls . (of the Gewandhaus) 
120Ibid. 1 p. 195. Also cf . Ethel Smyth~ Ibid . ~ Vol . I1 
p. 201 . The Baron Herzogenberg had asked Ethel Smyth to bring 
her exercise books (from the Leipzig Conservatory) for him to 
look at 1 she becoming his first pupil, in the Spring of 1878, 
and in effec t 1 becoming an attached member of the household 
for the ensuing seven years ! 
Of course, I turned up with them next day1 and was 
overwhelmed by his raillery of Conservatoriurn teaching, 
as he pointed out one gross error after another. 
65 
'You come from Stuttgardt 1 and play like that!' 
And then he went on in a tirade against conservatories 
he meant that it was not at the student~ but at the 
conservatories that he had been angry . l~l 
There were several important conservatories, all 
private, at Frankfurt - Am- Main, which were established during 
this same period. The oldest Conservatory, founded by Dr. 
Hoch in 1878, had an admission by examination policy, which 
was followed by a three month probationary period. In addi-
tion to string students pursuing elementary piano, they were 
required to study harmony, the history of music, choral 
singing and chamber music . Free lectures 1 open to all the 
pupils were offered on prose, poetry and the history of art. 122 
The Raff Conservatorl, named after Joseph Joachim Raff, 
(d . 1882) who had been a director of the Hoch school, was 
founded in 1883 . The minimum age for entrance was 14 years, 
and the "full course" consisted of the major instrument, 
sight-singing, music history and chamber music . "Certificates 
of proficiency are also provided for finished pupils on pay-
ment of a small fee . "l23 
121 Fay, ~· cit . , p. 230 . Also Cf: Otis B. Boise, "An 
American Composer Visits Liszt," Musical Quarterly, XLIII, No . 3, (July 1957), pp . 323-24, for Liszt 1 s attitudes towards poor 
players . 
122 B. Henderson, "Continental Conservatories," Strad, 
London : 1906, Vol . 16, pp . 385-6 . Also cf . Hans Joachim Moser, 
Musiklexicon, Bd. I, Hamburg: 1955, p. 642 . The Hoch school 
was taken over by the state in 1938 as a Hochschule . In 1945, 
it was re-opened as a Hochschule for Churchrnusic and Schoolmusic; 
and in 1950, it again became a complete conservatory. 
123Ibid. , B. Henderson. 
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Hugo Heerman, who had studied at the Brussels Conser-
vatoire for thr ee years, also taught violin at the Hoch 
Conservatorium before opening his own violin school in 1904. 
There were two departments : Preparatory and Finishing, with 
the younger students being allowed to audit the advanced 
classes . Heerman 1 s school also had a special division for the 
Sevcik method. 
Edward MacDowell, who had studied at the Paris 
Conservatoire for three years with Savard and Marmontel, 
and at various places in Germany with Ehlert, Heymann, and 
Raff, including a position as chief teacher at the Darmstadt 
Conservatory in 1882, was unqualified in his debt to the 
musical opportunities in Germany; 
· When I get back home, I can give young American 
musicians no better advice than that they study in 
Germany and subject thems~lves to the full influence 
of German musical life . l24 
The attraction which German musical institutions held 
for large numbers of American students lasted until 1914. 
Following the First World War however, the victorious French 
capital became the place to study music . 
German Conservatories Since World War I 
Germany began building its own music schools again, 
both state or municipal supported, and private, on the same 
124Karl Keisel and Ernst Otto Thiele, The Study of 
Music in Germany (New York and Bremen : North German Lloyd, 
1927),-pp. 3 and 4, which is an introduction by Max Friedlaender. 
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bases of the pre-war institutions . 
The usual differences between the National Schools 
and the private Conservatories were in admission policies . 
Whereas the National School, (Staatlische akademische 
Hochschule ftir Musik) in view of training professionals, 
presupposes a minimum of general, scientific education, 
and stipulates that the pupil participate in the entire 
plan of instruction, taking part in the so-called 
secondary subjects; the private institution makes no 
conditions concerning the previous education of the pupil 
or the general training which is supplementary to the 
classes • • •• 
It must be remembered that the private institutions 
having no aid from the state, have to rely on their own 
resources, aod cannot afford to exclude the vast circle 
of amateurs . l 25 
The private conservatories, all having preparatory 
classes for children, used the younger teachers or students 
from the professional (upper) classes under special pedagogic 
supervision . 126 
The courses in the private conservatories consisted 
of: Elementary Theory, Harmony, Counterpoint, Fugues and 
Construction, Analysis of the Masterpieces, Musical Dictation, 
Sight-Singing, Aesthetics and History of Music, Italian, "and 
127 
often, History of Literature . " There were also teacher-
training seminars, the studies culminating in examinations 
125Martin Friedland, "The German Conservatories, 11 in 
Kiesel and Thiele, op. cit . , p. 35 . 
126Ibid. , p. 36. This is similar to the practices of 
the Baroque Italian Conservatori . 
127Ibid . , p. 38 . 
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and diplomas, in accordance with the state requirements . 
The Vocal and Instrumental classes were divided into 
the following levels, with fees increasing proportionately: 
Elementary, Lower, Middle, Upper, and Training or Professional . 
In 1927, there were six important National Schools of 
Music, sometimes referred to as Music Universities, which 
enrolled from 210 to 674 students, in Germany and ustria . 
In addition, there were 17 other state, municipal and 
private music schools, teaching from 200 to 1300 pupils . 128 
There were eight full annual government scholarships given 
among five of these state- supported schools. 129 
Again the respect for German teaching methods was 
being re-established in the period between the two Great Wars: 
Every city of importance has a conservatory of music 
as well as a number of private schools . Music, in all 
its manifold ramifications, is taught on that thorough, 
scientific basis now acQepted as synonymous with German 
learning and pedagogy. ljO 
Following the Second World War, music teaching in 
Germany was seen as little changed since the efforts of 
Mendelssohn . There was more public support of the special 
music schools either in partial subsidy or in entirety, for 
Office, 
128K1esel and Thiele, op . cit . , p . 57 . 
129Hans J . Moser, Music in Germany (Berlin: 
1929), p. 24 . --
Terramare 
130Geraldine M. deCourcy, "Music Study in Germany," 
Music in Germanr (Berlin: Terramare Office, 1933), p. 18. 
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this was a continuance of the National Socialist practice of 
nationalizing all institutions which were important in the 
culture of the nation . 
But although the curriculum had been broadened, even 
in the field of training music teachers for the secondary schools, 
the development of musicianship was of first importance be-
cause a student has finished his general education before 
entering one of the Higher Schools of Music . 
A basic entrance requirement to the four-to-five year 
course, in addition to his artistry, was a satisfactory grade 
on his "school- leaving examination, " and although he had to 
enroll simultaneously in a university course in a secondary 
subject such as "German, history, English or French, this 
can be broken off after two years . "131 
The German music student {and this appears to be 
typical of European students, in genera~ was expected and 
allowed to play a more decisive and responsible role in 
his own educational maturation. 
The student must initiate himself into the art of 
music, the history of music , teaching in general and 
music teaching in particular. • • He must choose Whatever 
subject he thinks it best to specialize in from among the 
following : singing or instrumental music •• • articula-
tion and diction, improvisation, composition, rhythm, and 
the science of Tusic (general history of music, aesthetics 
and acoustics) . 32 
131Dietrich Stoverock, "The Training of Music Teachers 
in Germany," Music in Education (Paris: UNESCO, 1955), p. 279 . 
132Ibid . , pp . 279-80 . 
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As can be seen, these German conservatories, which 
were so important as models for the American schools, were 
largely vocational schools of music, of a high quality . It 
is true that many of the American students who studied in 
Europe were already college graduates who were seeking a 
certain finish, or polish to their professional work, whether 
performance or composition, which was not possible to obtain 
in the United States . 
However, as with the schools in Italy and France, 
rarely were academic subjects found in these m~sic schools . 
Rather, it was usually assumed that the entering student had 
probably received his general education elsewhere. This was 
certainly the situation in most of the schools of music in 
Europe of the nineteenth century, and continues to be the 
elemental concept of purpose in the present-day special music 
institutions . 
The purpose, again, was to train students thoroughly 
for the professional life in the art of music. The basic 
educational philosophy held that all energies were to be 
expended on the study of the art , in all its aspects and 
practices . The thought of diffusing a student's efforts in 
a well-rounded educational background, in the manner of a 
university type program, to the inevitable sacrifice of the 
study of music itself, was simply not conceived. Musica 
theoretica or musica speculativa was left to the universities, 
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as they traditionally left musica practica or musica activa 
to the special music institutions . 
Other European Conservatories 
One of the aims of the Gesellschaft der Musikfreunde 
in Vienna, upon organizing in 1812, was the formation of a 
conservatorium fer the instruction of the young . This school 
grew from two teachers and twenty- four pupils in 1817, to 
1000 pupils studying all the orchestral instruments, from 
the turn of the century to the Second World War. 133 An 
Opera School was opened in 1870, followed by the addition of 
a Dramatic School in 1874, both of which staged their own 
productions . 
Although the society and famous patrons, such as 
the Archduke, Cardinal Archbishop Rudolf from 1814-1831, 
supported the financial structure, it became increasingly 
difficult to maintain the high standards of teaching, as 
represented by Bruckner, a teacher, and pupils such as: 
Heinrich W. Ernst, Robert Fuchs, Carl Goldmark, Josef Joachim, 
Ferdinand Loewe, Gustav Mahler, Felix Mottl, Artur Nikisch, 
Hans Richter, Franz Schalk and Hugo Wolf • In 1909, the 
133Karl Geiringer, "The Friends of Music in Vienna, 
11812- 1937 1 11 , trans . H. B. Weiner, The Musical Quarterly, 
XXIV (July 1938) , pp . 244-246 . ---
Imperial Austrian Government took over and continued the 
school. 134 
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A similar development changed the status of the 
Prague Conservatory of Music, which had been instituted by 
the aristocratic Society for the Improvement of Musical Art 
in Bohemia, in 1811. This school, the first of its kind in 
Central Europe, 135 was maintained by the association until 
1918, when the state began subsidizing it. With the full 
independence of Czechoslovakia, it was re-organized as a state 
institution in 1920.136 
In Europe, the concept of government support or 
subsidy, whether entirely or partially, for music schools, 
has been strongly felt since the very beginnings of the 
conservatory movement. In most instances of the sixteenth 
l34Richard Schaal, "Konservatorium, 11 Die Musik in 
Geschichte und Gegenwart (Basel: ~renreiter Kassel, 1958), 
VII, pp. 14~1482. From 1938-1945, the Austrian schools, 
such as the Conservatory of Vienna, and even the Salzburg 
Mozarteum, were called "Reichshochschule ftir Musik." 
Also conf. c. Ferdinand Pohl, "Mozarteum of Salzburg," 
Grove's Dictionary of Music and Musicians (1926), III, 314; 
in which an "International Mozart Stiftung (Fund)" was created 
in 1869 with the double object of aiding destitute musicians, 
and founding an International Conservatorium, 
l35Grecian ~ernu~~k, "Prague," Grove's Dictionary o!_ 
Music and Musicians (1954), VI, 910. 
l36Ibid. In this same year, a German Academy of Music 
was organized in the same manner as the Czech Conservatory. 
It is also interesting to note that Dvorak was Director 
of the Prague State Conservatory from 1901 to 1904, after his 
three year directorship of the National Conservatory of New 
York, from 1892 to 1895. 
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through the nineteenth centuries, there was little actual 
control, of a political nature, exercised by the beneficent 
regimes . 
This was to some extent a continuance of the patronage 
system, but more so, it was the general belief that the 
musical arts were treasures of the people, and therefore 
should be encouraged and supported by the various governments. 
During the age of Nationalism in the nineteenth 
century, musical artists, composers, and educators became 
voluntary cultural representatives of their peculiar milieux . 
They and the institutions which trained them were generously 
financed by their respective regimes . In most cases, where 
private organizations could not continue furnishing necessary 
operational revenues, the governments, both large and small, 
national and municipal, stepped in to perpetuate these 
recognized national treasures . 
Sometimes, these ambassadors were students and 
teachers from other nations, who returned to their own 
countries, to form conservatories patterned after those of 
Paris, but more often, of Germany . 
Russian Conservatories 
The history of the nineteenth century Russian music 
schools is particularly entwined with both nationalism and 
cosmopolitanism. 11 The Mighty Koochka 1' looked with derision 
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at Anton Rubinstein ' s (1829- 1894) opening of the Imperial 
Conservatory of Music at St . Petersburg, in 1862 . This was 
a development of his earlier Russian Musical Society of 
1859 . 137 
Rubinstein's school had government support and patron-
age , and was openly modelled after the conservatories of the 
West . 138 Because this was a period of "ultra-patriotism," 
the foreign word "Conservatory" was avoided, and until 1873, 
the institution was called a "music school . " Also, the 
teachers were called instructors , because "professor" was a 
foreign term. 
In Rubinstein's first period of directorship, which 
lasted until 1872, the number of pupils grew from 100 to 100, 
and some of the teachers were : Leschetizki, Davidov, 
Wieniawski , Zaremba, and Czerny. 
He stated the European concept of a music school when 
he wrote 
Another mistake was the introduction of scientific 
branches into the curriculum of the Conservatory. A 
conservatory should be a musi cal university in the strict 
sense of the word; (i . e . a complete musical education in 
all phases and subjects of that art, only) a young person 
should not be admitted without a certain degree of education, 
and there should be no opportunity for preparatory classes . l39 
l37Richard Anthony Leonard, A History of Russian Music 
(New York : The Macmillan Company (1957), p. 72 . 
138Anton Rubinstein, Autobiograph~ of A. R., trans . Aline 
Delano (Boston: Little, Brown and Co . , 1 90J,-pp. 103- 4. 
139Ibid. , p. 110 . 
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Anton Rubinstein returned in 1887 to manage the St . 
Petersburg Conservatory for a second time . 
Rubinstein prophesied complete government control of 
all the conservatories when he wrote in October, 1889, 
It is important that our conservatories should be 
under the administration of the government • •• • The 
change from private control to that of the government 
cannot fail to produce the most satisfactory results . 
• • • Moreover, all other musical schools should be 
made dependent on the conservatories, and required to 
furnish a certain contingent of pupils. It would be well 
to establish conservatories in all the principal centres 
of Russia , in St . Petersburg, Moscow, Tiflis, Riga, 
Warsaw, Kiev, Odessa and even in Omsk. 
• • • The conservatories must maintain a high standard; 
and the right to grant diplomas ••• should be restricted 
to them alone. 
• • • and all that remains now is to consider the 
musical development of Russia a State affair, and to 
place conservatories and musical schools in the Bureau 
of Public Instruction, on the same footing with univer-
sities and gymnasiums . l40 
Rubinstein considered the immense spread of the art 
as a major reason for conservatories . He also praised the 
musical atmosphere and the class system of instruction, while 
cautioning that a music school under government protection, 
if not well managed with the musical ideal at the forefront, 
II may very well be turned into a Music-Factory. "141 
• • • 
He was a cosmopolitan, caring little for nationalistic 
ideas in music, for which stand he was termed a Teutonophile 
by the rabid nationalists of the "Five . " 
140Ibid. , pp . 130 et seqq . 
l41Anton Rubinstein, A Conversation on Music, trans . 
Mrs . J . P. Morgan (New York: -Charles F. Tretbar, 1892) , pp. 
121-22 . 
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In 1862, Mily Balakirev (1836- 1910), along wi th 
Lowakin and Vladimir Stassov, organized the Free Music School 
also in St . Petersburg, with free tuition and free-type 
curriculums in opposition to the German type of old-fashioned 
142 
conservative teaching . The Free Music School offered 
evening classes to workers and university students, and was 
a remarkable success for the next few years . Its concerts 
(by which Balakirev raised money) were continually performing 
significant Russian works , along with the newer contemporary 
music of Berlioz, Liszt and Schumann . 
One of the major objectives in founding a music 
conservatory in St . Petersburg (now called the Rimsky-Korsakov 
Conservatory of Leningrad) was to professionalize Russian 
music and musicians . While the other sections of Europe had 
had music conservatories for some time, the Russian schools 
were to blossom in the same decades as those of the United 
States . 
In 1866, Anton's brother Nicholas founded the Moscow 
Conservatory. · Tchaikovsky, a young graduate of the St . Peters-
burg Conservatory, was one of the new faculty members . l43 
142 Ibid. , p. 73 . 
l43catherine Drinker Bowen and Barbara von Meek, Beloved 
Friend (New York: Random House, 1937), pp . 267- 69. Tchaikovsky 
complained of conditions at the Moscow Conservatory, especially 
after gaining fame as a composer. Although he had ten years 
of teaching theory, he was still carrying a class-hour load 
of 27 hours weekly, to beginners . Cf . his letter to Nadjeyda 
von Meek, dated September 24, 1878. 
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In this way, the Westerners, conservatives, cosmopolitans, 
and Teutonophiles firmly established the traditional formal -
istic music in Moscow . Gradually, the Slavophiles, progress -
ives, liberals and nationalists in music, established st . 
Petersburg as the bastion of the avant-garde . 
This change was particularly paradoxical, because 
traditionally in Russian culture, St . Petersburg, the "window 
to the West , " was the center of cosmopolitan liberalism, 
while the old capital of Moscow, was the traditional, orthodox, 
nationalistic, autocratic, Russian stronghold. 144 Of course, 
this apparent divergence of aim, this dichotomy of progress, 
was largely dissipated when the cloud of nationalism finally 
disappeared . 145 
In addition to the practices of organizing evening 
classes, amateur performing groups of workers, and treating 
144Leonid Sabaneyeff, Modern Russian Composers, trans . 
Judah A. Joffe (New York: International Pubs . , 1927), pp . 21- 22 . 
145B. V. Asaf 1 ev (Igor Glebov), Russian Music From the 
Beginning of the Nineteenth Centur~, trans . Alfred J . Swan,---
(Ann Arbor, Michigan : 1953), pp . 2 8-49 . 
In Israel V. Nestyev•s Prokofiev (Stanford University 
Press, 1960) , Asafyev himself, who had been a classmate of 
Prokofiev's (both took the 1904 entrance exams), wrote of the 
poor teaching of academic subjects at the St . Petersburg 
Conservatory; 
Compared with the University, the Conservatory seemed to 
me a Gymnasium, a monastery, and a narrow provincial trade 
school . At the Conservatory, thought had become stifled. 
You had to listen and obey. The fame of the St . Petersburg 
Conservatory rested on a few remarkable teachers: notably 
Rimsky- Korsakov, Glazounov, Lyadov, Essipova, Auer and 
Verzhbilovich. • • • however, most of the teachers followed 
the principle "Obey, trust, and don 1 t try anything new :r 
Ibid. I p • 17 • 
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the study of music, through the literature itself, perhaps 
the greatest achievement of Balakirev ' s school, as well as 
the conservatories of Moscow and St . Petersburg was the 
establishment of "the most fruitful of all traditions in 
modern Russian music--that composers should also be teachers . 
In no other country is there such a record of music pedagogy. "l46 
Russian Conservatories Since 1917 
The artistic effects and results of the Russian Revo-
lution evolved a musical education with quite different 
objectives from the rest of Europe, yet reminiscent of the 
first years of the Paris Conservatoire . 
In the beginning, the revolutionary art was clearly 
utilitarian, supplying a new music for the proletariat, songs 
with revolutionary texts , 147 songs for the Red Army and Navy, 
factory songs, and songs for the peasants . It was likewise 
substitutional, replacing the music of the masters, the upper 
classes, the bourgeois , and the intellectuals . l48 Musical 
146L d "t 80 eonar , .£E.• ~·, P. • 
147or course, it will be remembered that Rimsky- Korsakov 
and Glazounov arranged the songs 11Dubinushka" and "Volga 
Boatmen, 11 respectively, during the abortive Revolution of 
1905, but these acts were more to protest the government 
closing of the Conservatory, because of alleged student 
revolutionary participation, rather than to support any over-
throw of the regime . Cf . M. D. Calvocoressi and Gerald Abraham, 
Masters of Russian Music (New York : A. A. Knopf, 1936), p. 413. 
l48sabaneyeff, op . cit., p. 242 . 
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Commissars were placed by the Party to ensure faithfulness 
to the revolutionary ideals, 149 for most of the trained 
composers and musicians were apolitical and certainly not 
convinced socialists or Marxists . 
The early democratization of the art even included an 
honest attempt to pay composers for their work, as if it were 
piecemeal, at so much per note . 15° 
But in the philosophy of dialectic materialism (or 
social realism), which does not recognize "artistic freedom 
as the indispensable prerequisite of artistic creation,nl51 
it is to be expected that a rigidly monolithic regime152 would 
conceive of music education peculiarly than other state-
supported conservatory systems in Europe, for 
149 ~. , p . 238 . 
l50Henry Cowell tells of his visit to Russia during 
the NEP days, when he was paid so many rubles and kopecks, 
in cash, according to the number of notes he used in one of 
his compositions which was published by the Russian Govern-
ment music printing house . The writer 1 s class lecture notes 
of July 8, 1949, Columbia University . 
151Andrey Olkhovsky, Music Under the Soviets (New 
York: Research Program of the USSR, F. A. Praeger, 1955), p . x . 
152L1udmila Polia kova, Soviet Music (Moscow: Foreign 
Languages Publishing House, 1961), p . 12 
••• the Soviet state gives them (the composers) fUll 
financial security, ensures the performance of their music, 
in a word, provides conditions conducive to fruitful work. 
The State is in a position to do this because the October 
Revolution has made it owner of all concert halls, orchestras, 
concert- giving organizations, conservatoires, opera theatres, 
and publishing houses . 
• • • there cannot be the slightest doubt that every 
manifestation of culture in the USSR is evaluated not 
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by its excellence but solely by its capacity of being 
useful to the cause of Communist propaganda and 
subsequently, to the achievement of world revolution.l53 
Before 1940, the conservatory faculties which were 
concerned with training music specialists were known as 
Departments of Social Education, their real subject being 
social (political) education instead of music education. 154 
Music schools, as part of the national education 
system are either under the Ministry of Education, or the 
Committee for Higher Education. They are classed into three 
groups: those schools offering courses to train professional 
musicians below the conservatory (high) level, with curriculums 
of either four or ten years duration, which are, in effect, 
high schools for music specialists . 
Another type of music school offers all types of music 
courses, often in the evening, and these are called elementary 
music schools or "popular conservatories." 
The third level comprises the institutions of higher 
music education, the Conservatories; the main ones being 
those in Moscow and Leningrad, as continuations of the two 
Rubinstein foundations, and those at Kiev, Odessa, Kharkov, 
Sverdlovak, Tbilisi, Baku and Yerevan . 155 
l53Yury Arbatsky, "The Soviet Attitude Towards Music," 
The Musical Quarterly, XLIII, No . 3, July 1957, p. 301. 
154olkhovsky, ~· cit . , p. 104. 
155rbid., p. 106 . 
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Jelagin mentions the rather special considerations 
granted to the conservatory in the capital, which came 
under Stalin's favor largely because of its many victories 
in the musical competitions in Warsaw, Vienna and Brussels, 
in 1936 and 1937. 156 
However, Olkhovsky attributes the critical condition 
of music education in the Soviet Union during the mid-thirties 
as the reason for the Moscow, Leningrad and Kiev157 conser-
vatories (it later spread to the others) adopting a ten-year 
156Juri Jelagin, Taming of the Arts (New York: E. P. 
Dutton & Co., Inc., 1951), p. 2017 ~n-clie late thirties, 
the Moscow Conservatory was the only institution of higher 
education in the Soviet Union which was not administrered by 
the Government. 11 
157
"Music School at Kiev, 11 Music in Schools, London: 
Nos. 52,53 July-August, 1941, pp. 260-61.--
• • • The school was organized in 1935, employs the best 
teachers the State can find( and they are paid well), 
takes only children with some aptitude for music • 
• • • parents are given an allowance for the child, 
••• any talented child is helped to develop,. and is 
regarded quite as much an asset to the State as if he 
were a definite worker. 
There are 450 pupils at present. (Kiev fell to the 
Germans that same summer). Of these, there are 80 in 
the youngest group, 6-8 years old. The School costs 
the State one million rubles annually. It is the only 
one of its kind in the Ukraine. 
• • • Morning sessions are generally devoted to the 
ordinary curriculum, and the afternoons are spent in 
specialized musical training. 
• • • A concert hall is attached to the School, seating 
1100, and containing an organ and a Beckstein concert 
grand, {almost every classroom had a Beckstein grand). 
NOTE: The author of this article, identified only 
as 11 a London teacher, 11 heard a concert by the students, ranging 
in ages from 6 to 16, and concluded, 110ne felt that Russian 
music of the future is indeed in good hands." 
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course in which "the curriculum of a secondary music school 
is combined with that of a general secondary school ••• A 
complete professional musical education under this plan takes 
14 or 15 years . "158 
In addition, each of the three largest conservatories, 
Moscow, Leningrad and Kiev, also conducts a three year 
postgraduate course for the training of conservatory teachers . 
Curriculum 
The curriculum in the high conservatories is divided 
into four main subject areas: 
1 . Political-Philosophical subjects: political 
economy, dialectical and historical materialism, History of 
the Communist Party, and Marxism-Leninism. 
2 . Humanities , including the history of art and 
aesthetics, (although this is seldom ta~ht, having been 
transformed into a seminar on Marxism) . l~9 
Vanett Lawler, "The Arts in the Educational Program in the 
Soviet Union," Music Educators Journal, 47:4 p. 46, reports 
the following figures for late 1960 : 
Kiev has 8 primary music schools, the entire Ukraine 
has 267. The Ukraine has 4 conservatories, 5 eleven-year 
music schools, and 24 four-year technical music schools . 
The Lysenko eleven- year music school in Kiev is the 
provincial preparatory school for the Conservatory in Kiev. 
l580lkhovsky, op . cit . , pp . 106-107, "With all their 
deficiencies, nevertheless;-the ten- year courses from the 
very beginning of their existence became the basic source from 
which the conservatories obtained their students . The percentage 
of students entering the conservatories from other institutions, 
such as the numerous music schools and studios, is negligible . 11 
l59olkovsky, ~· cit . , p. 108. 
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3 . The Special Music Disciplines: theory of music, 
harmony, counterpoint , 16srms, instrumentation, popular art, and popular polyphony. 
4. The History of Russian Music, and of Western Music . 
A successful achievement of music pedagogy has been 
the establishment of a number of curricula, for theoretical 
subjects in which the stress is upon direct contact with the 
music :itsel f , thus providing a basis "for strict and consis-
tent generalization of the laws of creative evolution . "l61 
Although conservatory students were familiar with much 
contemporary western music before the "Great Patriotic War," 
the history of music courses are subject to such political 
control that present musical examples are limited to nineteenth 
and twentieth century Russian works . The programs are 
standardized for all schools, and are yearly approved at 
compulsory teachers conventions . Thus the teacherrs role 
••• is limited to that of transmitting the principles 
and methods set by the Committee for Higher Education . l62 
Since the last war, many more Party members are used 
on the Conservatory staffs, and MVD agents serve the dual 
purpose of teaching all the political courses, and being 
160Meaning the Polyphonic folk song, which see Arbatsky, 
£E.• cit . , pp . 302-03, and footnotes concerning the falsification 
of research . 
16l~lkhovsky, op . cit . , 109. This is contemporary and 
parallel to the Ju~liard program for teaching the literature 
and materials (L/M) of music, which shall be discussed when 
that institution is reviewed . 
162Ibid . , p. 110 . 
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responsible for the political reliability of the students and 
teachers. Because the music schools have been transformed 
into schools for training Soviet propagandists, the time for 
musical subject matter has been reduced to that of a "secondary 
study limited to the status of an applied trade."163 
The following weekly schedule of a second year theory 
student in an unspecified state conservatory in' Moscow has 
164 been compiled from information in Olkhovsky: 
1 - 31 Popular Art 
3 - 51 Methods of Teaching the Theory of Music 
Monda¥: 
5 - 1 1 Political Seminar: Fundamentals of Marxism-Leninism. 7 - 9 1 Practice Teaching. 
Tuesday: 9 -11, Fundamentals of Marxism-Leninism. 
11 - 1, Analysis of Music Forms. 
1 - 31 History of Western European Music 
Wednesdaf: 
2 - 1, Polyphony 
Thursday: 
1 - 3, Foreign Languages 
3 - 6, History of Music 
ll - 1, Physical Culture 
1 - 3, Score Reading 
3 - 5, Methods of Teaching the History of Music. 
163 Ibid. 1 p. 114. 
l64Ibid,, pp. 115-16; this schedule is probably from 
the Gnesin State Musical-Pedagogical Institute in Moscow, 
for the academic year 1949-50, according to a complaining 
letter from a political committee which used the above horary 
to exemplify the heavy schedules given to music students thus 
preventing them from serving the Party in extra-curricular 
activities, such as the Komsomol. 
Friday: 9 -11, Practical Lesson in Russian Music . 
12 - 2,Foreign Languages . 
2 - 3, Political Hour 
4 - 5, Piano Lessons . 
Saturday: 
9 - 11, Fundamentals of Marxism-Leninism. 
1 - 3, History of Western European Music. 
3 - 5, Polyphony. 
In addition to the 38 class hours, the student was 
expected to practice his major instrument at least four hours 
each day, along with appropriate homework for the subjects. 
Music in the Soviet Union is realized completely as 
an adjunct to the socialistic milieu, not merely as art for 
a purpose, as in contextualist aesthetics, but rather art 
for a political purpose . One of the great paradoxes in Russia 
is that "radicalism in music and politics are in diametrical 
165 
opposition, 11 for all phases of the art of music are 
controlled. 
Thus from the point of view of the culture of mankind, 
'Soviet Music ' unmasks itself as pure bluff, which never-
theless i~6~ngeniously thought out as well as ingeniously realized. 
165Arbatsky, ~· cit . , p . 306 . 
166 Ibid. , p. 315 . Also cf . Leonard, ~· cit . , p. 
372, "As we--search through the music of the Soviet era for 
possible hopes for its future we cannot fail to note at least 
one singular fact , which may explain in part its decline . 
This is a music which has been forcibly cut off from one of 
the richest of all art soils - religion . 11 
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Despite apparent zig-zags back to softening attitudes 
on politics in general, and upon music in particular, the 
situation has changed only superficially.l67 The music school 
in the Soviet State is conceived by the masters as an art-
machine, in the. same sense that the composers were "engineers 
of human souls . 11 The conservatory in Russia 
• • • is degenerating not merely into a school for 
propagandists, but into a school for political propa-
gandists. Such is the narrow course of its development 
in a country where music itself has been converted into 
a medium of political propaganda for the "masses rr and 
where every tie joining it15§ its true character as a free art has been severed. 
As the foregoing sources present a rather one-sided 
view, it would be appropriate to hear from the other . Dr. 
Alexander Nikolayev was the ssistant Director of the Moscow 
167Arbatsky, Ibid., cf. important note p. 311, ft . 48 . 
l680lkhovsky, ~· cit . , pp . 117. No investigation of 
any phase of Soviet MuS:fc can be fully comprehensible without 
reference to the two important governmental decrees concerning 
music . 
The famous Decree of the Central Committee of the 
Communist Party of February 10, 1948 was followed by A. 
Zhdanov•s two-day conference with the composers . (This of 
course must be understood as a more stringent measure than the 
Pravda guidance upon Shostakovich in 1936) . 
Cf. George S. Counts and Nucia Lodge, The Country of 
the Blind (Boston: Houghton Mifflin Company, 1949), and --
Alexander Werth, Musical Uproar in Moscow (London: Turnstile 
Press, 1949) . 
The more recent change from these restrictive attitudes# 
in which the 1948 Decree is openly ~lamed upon J . V. Stalin's 
11 subjective attitude upon certain works of art •• • personally 
••• (with influence being) exercised on Stalin in these 
matters by Molotov, Malenkov and Beria, 11 can be studied in 
Alexander Werth, The Krushev Phase: An Outlook of Conditions 
e~ill in Progress, (New York : Hill and Wang, Inc., 1961). 
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State Conservatory in 1958 . The following points were gleaned 
from his article in answer to the question of the present 
state of music education in Rurria . 169 
Before 1917, Russia had but five conservatories, 
about 50 music schools and a very small number of private 
music schools . 
Lenin, who had said 'that "Art must serve the people," 
signed one of the first decrees of the new Soviet State in 
1918 which nationalized the Petrograd and Moscow conservatories . 
They were "Juridicially and financially placed on the same 
basis as the universities and special colleges . "17° 
In the decades which followed, a well-organized 
system for training professional musicians has been evolved, 
• • • a system which meets the requirements of the State. 
In the USSR, professional musical education is completely 
entrusted to special educational institutions. In the 
universities and colleges, musical studies are not 
conducted according to any curriculum, but the students 
take part in ~areur circles, attend occasional lecture-
concerts, etc . r 
At present (1957), the USSR has 23 conservatories 
with a student body of 6,500; (this figure includes one 
Music- Pedagogical Institute) . There are 120 music schools 
with an enrollment of 2,150, there are 19 secondary music 
169Alexander Nikolayev, "Musical Education in the USSR," 
Canadian Music Journal, Autumn, 1958, Vol . III, No . 1. , pp . 4-11 . 
l70ibid . , p. 4. 
171Ibid., p. 5 . 
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schools (10 year schools) with 6,000 students; and over 900 
elementary music schools, (7 year schools) having 150,000 
children and adolescents . 172 
An elementary musical education offers the following 
curriculum: studies on all the usual instruments, and "folk 
instruments," elementary theory of music, solfeggio, choral 
singing and orchestral class. In addition, the pupils receive 
the usual general education. Upon completion, those who have 
displayed talent and desire, may enter the music school . The 
172 Allowing for more recent reports than Nikolayev 1 s, 
there still remain discrepancies in numbers of institutions 
listed by other w:ri ters .- Cf . Mikhail Anastasiev, "Music 
Education in the USSR," Musical America, LXXVIV: Feb. 1959, 
p. 20 . "The Soviet Union has 1000 seven-year music schools, 
19 eleven-year music schools, 120 specialized secondary music 
schools, 22 music conservatories, and 300 evening music schools 
for adults ." 
Anastasiev also mentions that even though the schooling 
of each student costs 5000 rubles per year, there is no tuition 
fee, and moreover "students in the senior grades who do satis-
factory work receive a monthly stipend, as do conservatory 
students ." 
Vanett Lawler, ~· cit ., 47 :3 and 4, as one of a three 
member committee officially representing the U. S. Dept. of 
Health, Education and Welfare in a one-month investigation of 
Soviet cultural institutions in September-October, 1960, gave 
the following statistics: 
At present, there are 1800 primary music schools, 
21 conservatories in 12 (of .the 15) republics ••• There 
are 160 professional schools of music and 43 in art . 19 
eleven-year schools prepare for the conservatories, whose 
course is 5 years, with an additional three years for a 
post-graduate course. (Ibid., 47:3, p. 29 . ) 
Boris Yarustavsky, "Soviet Music," Musical America, 
LXXXL : 6 June 1961, p. 28. "Many changes have taken place 
in Russia during the post-war years. The Soviet Union now 
boasts 22 conservatories, 150 specialized music schools, 2000 
music schools, 30 repertory opera theatres, and a still greater 
number of professional symphony orchestras, choirs and various 
ensembles." 
others "content themselves with their elementary musical 
education and select another profession . "l73 
The professional selection of future specialists is 
begun in the grade school in the Soviet Union . 
There is a very small tuition fee in the music schools , 
but none in the conservatories . At the Moscow conservatory, 
the largest , there are seven chairs : 
Theory of Music, General History of Music, 
History of Russian Music and the Music of 
the Peoples of the USSR, Composition, Instru-
ments , Symphonic Conducting , Choral Conducting . 
Also, there are four chairs in the Piano Department, 
plus one in the History and Theory of the Piano and Organ . 
The Orchestral Department has two chairs in Violin, a Depart-
ment in ' Cello and ' Bass, one in Viola, a chair of woodwind 
instruments, and one of brasswind instruments . The Vocal 
Department has two chairs, one of which is for Operatic 
Training . 
The students in the conservatories usually average 
four class hours per day, so that there is time for relaxa-
tion, sports, concerts and independent work. 174 
The post - graduate work available at Moscow, Leningrad, 
Kiev, and other larger conservatories, usually leads to 
173Ibid., p . 6. 
174Ibid . , p . 8. Apparently the letter mentioned on 
p . 84 reported conditions which had to be liberalized. 
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teaching posts at the conservatories themselves . The 
following eminent musicians took post-graduate conservatory 
work: D. Oistrakh~ L. Kogan~ M. Rastropovich, E. Gilels~ 
and A. Khachaturian . 
According to Nikolayev~ about one-half of the six 
hour day of the professors and instructors at the conserva-
tories is devoted to musical scientific work~ as, research, 
writing~ arranging~ composition , etc . 
The purposes of the special music schools of the USSR 
are given as 
••• to inspire the youth faithfully to serve the cause 
of developing the aesthetic tastes of the people and in 
furthering the musical education of the masses as a whole . 
This too~ prompts the striving to develop in the future 
musicians a love and respect for folk music, for the lofty 
traditions of Classical Russian and the West European 
school of music , and an aversion for the aqti-realistic 
trend and formalistic distortions in creative work and 
performing . l75 
175rbid .~ p. 10 . An editorial note on p. 11 points 
out certain-aQVantages which wePtern sc~ools should at least 
be familiar with: as, free tui tion, uniform curricula ~ 
centralized control ~ selection and supervision . There is also 
a considerable amount of political indoctrination. 
Upon graduation~ the musician may be assigned anywhere 
in the USSR or in foreign cultural missions~ but there is no 
unemployment ~ no matter what the speciality . 
F. Bowers ~ 11Music in Moscow, 11 Saturday Review, 42 : 
46-7~ Feb . 28, 1959~ p. 73, states that the free tuition 
during the long schooling accounts for the low fees which 
Soviet concert artists receive, at least when performing in 
the Soviet Union . 
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Scandinavian Conservatories 
Among the Scandinavian countries, Sweden, the most 
powerful, politically, was apparently the first to have a 
Royal Orchestra, under Gustav Vasa, c . 1525. 176 His sons 
Erik XIV and Johan III expanded the court orchestra to 
thirty men . l77 However, great strides were taken during the 
Gustavian Age (after Gustav III), whose artistic interests 
and "French taste" were responsible for the founding of the 
Royal Academy of Music (1771) to which was attached a State 
Conservatory for higher musical instruction . l78 The Royal 
Opera quickly followed in 1773 . During the nineteenth century, 
the Royal Conservatory of Stockholm gradually came under 
the influence of German music , and specifically, of the 
Leipzig Conservatory. Two of Stockholm ' s important graduates, 
August SBderman and Ludwig Norman, both studied at Leipzig, 
and returned to teach and compose . They in turn influenced 
other Swedish musicians such as Joseph Axel Josephson and 
Ivar Hallstrom to German and ultimately Wagnerian study. 179 
Citizens of Sweden pay no tuition at the Royal Conservatory. 
176 / Roland de Cande, "Suede," Larousse de la Musique, 
(Paris : Librarie Larousse, 1957) , Vol . II, p .~~ 
l77Bo Alander, Swedish Music, (Stockholm : The Swedish 
Institute, 1956), pp . 10-11. 
l7Sibid., p . 18. 
179~. , p. 27 . 
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The Conservatory of Copenhagen was organized privately 
in 1867, and its financial backer limited the number of 
students , originally to fifty . The state has gradually 
subsidized the institution. During the last century, it 
too was heavil_y influenced by the German conservatories, Gade 
being one of its principal teachers . 
After Edvard Grieg left Leipzig in 1862, with four 
years under Hauptmann and Richter, Rietz, Reinecke, and 
Moscheles, he studied with Gade and Hartmann at Copenhagen. 
Here he was influenced by the German Conservatory methods 
again, for "the Mendelssohn tradition, still strong at Leipzig, 
was religiously followed by Gade."180 Grieg and Nordraak, 
who had been a pupil of Kullak's, in Christiania (since 1925, 
renamed Oslo), created such interest in Norwegian nationalism 
in the arts, that the Conservatory of Christiania was begun 
in 1865, patterned largely after the German models. 
In Poland, three musical societies were founded in 
Warsaw, early in the nineteenth century: in 1801, the Society 
of Harmony, in 1815, a Society dedicated to church music, and 
in 1818, a Concert Society. Joseph X. Elsner was made Direc-
tor of the School of Singing and Declamation in 1816, which 
evolved into the Conservatory in 1821 . One of Elsner's first 
180J. A. Fuller-Maitland, "Grieg," Grove's Dictionary 
of Music and Musicians, (1926), II, 241 . Ole EUll's efforts 
to found an-academy of music in Christiania were not lasting . 
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pupils was the young Chopin . The school was patterned more 
after the Paris Conservatoire, even to the earlier name of 
"Singing and Declamation . 11 The school was closed several 
times because of current political situations, but one of 
its greatest pupils was Paderewski, who studied with Raguski 
in 1875. Other music conservatories were opened in Lemberg 
(Lwow) in 1853, and in Cracow in 1888. The Warsaw Conserva-
tory was completely nationalized, in 1919, after Polish 
independence . A private Chopin School, formed in 1861 by 
w. Zelenski, set up the Frederic Chopin Institute (1934), 
which was devoted to the research and publication of Chopin's 
works . 181 
In Hungarian Music, two important institutions were 
operating in the capital: the National Conservatory, and 
the Academy of Music. (The earlier music schools which 
developed under direction of the edict 11Ratio Educationis 11 
in 1777, were attached to teacher-training colleges). 
From its inception in 1840, the National Conservatory 
was supported privately. A Musicians' Association had begun 
planning in 1836 to establish a musical institution where 
poor, but talented, students could study music, gratis . The 
College of Singing opened in March of 1840, aided by the 
proceeds of two Liszt benefit performances. 
l81Franz Zagiba, "Varsovie," Larousse de la Musique, 
(1957), II, 458. 
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The school was administered by a corporation of 
shareholders, each of whom could recommend one student for 
admission . 
In 1851, the administration of the College of Singing, 
and the Musicians' Association were merged, the new organiza-
tion being called the Conservatory of the Musicians Association 
of Budapest . Language and instrumental classes were added 
at this time . In 1867, the school was given the title of 
National Conservatory, and by 1890, the curriculum was 
further enriched by classes for wind instruments, and courses 
in music history . 
The National Conservatory submitted a plan to offer a 
11 seminary course for music teachers" to the Minister of 
Education, in 1884. This plan was disapproved, since "courses 
for graduate teachers and issuing licenses after the finals 
were functions reserved for the Academy of Music," which was 
controlled by the State . 182 
This ruling apparently was the beginning of the slow 
decline of the institution, even though it celebrated a 
centenary series of events in 1940 . It was finally abolished 
by the government in 1949, its place being superceded by a 
secondary or preparatory school of music, which qualified for 
182John s. Weissman, "Budapest," Grove's Dictionaq .£[ 
Music and Musicians, (1954), I, 999 . 
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admittance to the higher courses of musical study provided 
by the Academy of Music. (This is a feeder school, common 
in Soviet educational philosophy and practice). 
The Academy of Music, one .of Liszt's favorite pro-
jects, was established and maintained by the State, in order 
that the highest standard in musical art could be offered . 
At its opening in March of 1875, Liszt was appointed Presi-
dent of this National Hungarian .Royal Academy of Music. 
Although the first year's courses offered: theoretical 
and practical harmony, counterpoint, theoretical and practical 
composition, orchestration, church music, and 11analysis of 
the peculiarities of Hungarian music, rr the pianoforte was 
considered the most important subject. 183 Liszt took the 
master class himself, until his death. In 1887, under 
Mihalovich, the teaching personnel were considered as civil 
servants, and therefore were pensionable. / / Zoltan Kodaly 
and Leo Weiner were professors, the latter of Chamber Music, 
from 1920. Master classes were expanded in 1911 to include 
Violin, and 'Cello, as well as piano. The Academy was given 
the status of a university in the educational reorganization 
of 1948. 
Because of its political history, Finland organized a 
music school rather late in the century. In 1882, Martin 
Wegelius (1846-1906), who took the young Sibelius under his 
l83rbid., p. 1ooo. 
tutelage in 1887, founded the Helsinki Institute of Music, 
which shortly developed into a conservatory, equipped to 
give instructions in all branches of the art . 
Originally, Wegelius imported teachers from other 
lands, including Ferruccio Busoni, but since the Wegelius 
regime, the faculty has been staffed largely by native 
musicians . From 1924 to 1939, the school was known as 
Helsingin. Konservatorio, but is now officially titled the 
Sibelius Academy. 
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The curriculum of the Academy includes all musical 
subjects, plus elocution, art-dancing (in contrast with folk-
dancing), a military band leader's class, and a special 
department which trains teachers for the schools, the Teachers 
184 Seminary. 
There are three different levels at the Sibelius 
Academy: a preparatory school (Elementary School), the 
Conservatory, and the advanced school (High School for Music) . 
Besides the Sibelius Academy, there are a number of 
People's Conservatories in Finland, which offer free instruc-
tion to amateurs, and have for their major purpose the spread 
185 
of musical culture among the people. 
184veikko Helasvuo, Sibelius and the rvrusic of Finland, 
(Trans . Paul Sj8blom), (Helsinki: Otava PublishingiCompany, 
1957), p . 70 . 
185.Andrej Rudnev, "Helsingfors," Grove's Dictionary 
of Music and Musicians, (1954), IV, 233 . 
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The first chair in Musicology has been established at 
Helsinki University within the past decade, with Ilmari 
Krohn the first occupant . 186 
The pat~erns of music education in Hungary and 
Finland have noteworthy similarities, for they show clearly 
the basic European concept of a music conservatory, even to 
the present day. 
In neither country was it possible to "work for a 
degree" in music at the state conservatory. (Since 1948, 
in Hungary, the situation is not quite the same; see p. 95 
this paper) . The music school was considered a vocational 
institution, which may grant diplomas, but whose curriculums 
are entirely within the art of music . Tuition was either 
non-existent or negligible, for the purpose was to produce 
artists, composers and teachers for the nation. 
Scholarship in music is rated with scholarship in 
any field, above the vocational, and therefore at the univer-
sity level . This traditional philosophy will be seen, in 
l86Helasvuo, ~· cit . , p. 74. Also cf . Eino Roiha, 
''Music Education in tne Universities of the Scandinavian 
Countries," .Music 1n Education (Paris: UNESCO, 1955), p . 149 . 
"As in the other Scandinavian Universities, the student at 
the University of Helsinki can take his master of arts degree 
with music as the chief subject. Thus the university and the 
academy of music, the Sibelius Academy are complementary to 
each other, the former providing the scientific basis, the 
latter dealing with the practical application." 
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the discussion concerning music in the American institutions, 
to have some strength in practice . 
Rumanian Conservatories 
In the early nineteenth century, _Rumania followed 
the examples of many European countries by founding concert 
187 
societies, choral groups, and private music schools. 
In 1836, the Conservatorul filarmonic dramatic began 
a school of music, shortly after its own opening. The 
archimandrate Vissarion modelled a chapel choir after that 
of the Imperial Court of St. Petersbu~g in 1845. Lasting 
twenty years, this institution expanded its program to 
188 instrumental study, but was closed in 1864, probably 
because it was almost solely concerned with religious music. 
Its place was taken by two government-established 
institutions: the Conservatorul de Musica Din Ia~i (Jassy, 
1860, in Moldavia), and the Bucharest Conservator¥ of Music 
and Dramatic Art. At Ia~i Conservatory, the 97 pupils of the 
' first year's enrollment studied violin, viola, 'cello, solfege, 
piano, singing, acting and declamation. There was also a 
methods class under "I. Soltys, prof. de pedagogia musical;'a, "189 
187Mihail Gr . Poslusnicu, Istoria Musicei la Rom~ni 
(Bucuresti: Cartea Rom~neasc~, 1928), pp. 174-5. --
l88George Breazul, "Roumanie," Encyclop6die dela 
:fliusique (Paris: Fasquelle, 1961), Vol. III, p. 978. 
l89Poslusnicu, ~· cit ., p. 181. 
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In the twentieth century, the state has continued to 
support the conservatories, as is the case in most of Europe 
but with certain differences in those nations of the Soviet 
galaxy; for "After the second world war, profound changes 
affected all social life, the problems of music became the 
Problems of state . "l90 
Despite frequent occupation, partition, and assimi -
lation of culture by both eastern and western forces, the 
modern political entity of Yugoslavia has a long history of 
music education . As early as 1701, a Philharmonic Academy 
existed in Ljubljana founded by Janez Bertold de H8ffer, which 
lasted for eighty years as a concert society, being preceded 
by an Opera Academy. l9l In Zagreb, Croatia, the Glasbeni 
Zavod (Musical Institute), founded in 1827, was the "First 
School of Music in the Balkans . "192 However, Slovenia had 
a state-controlled public school of music as a department 
of the local teachers college in Ljubljana from 1815_ until 
1875 . 193 
The Glasbena Matica (Musical Society) of Ljubljana 
became the first Yugoslav Conservatory in 1919, gaining 
19°Breazul, ~· cit . , p. 979. 
191Andreis J9sip ( ed . ), Yugoslav Music (Beograd : 
Edition Jugoslavia , 1959), p. 12 . 
192~. , p. 24 . 
l93Ibid. , p . 51. 
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status as a public school in 1920, and by 1926 becoming a 
State Conservatory with low, middle and high school 
departments . In 1939, this was reorganized into an Academy 
of Music with independent High School, of University rank. 
Simultaneously, it maintained a middle school of music . 
Since 1945, private or semi-private schools of 
music have been abolished, but Academies exixt in Zagreb, 
Ljubljana, Beograd (Belgrade) and Sarajevo. There are 76 
middle schools, which have four- year curriculums . The lower 
schools require six years for study, and the Academies divide 
into either four or five - year courses, "for the artistic 
class . "194 
In addition to these schools of music, (all tuition-
free), two year musical courses are available at the higher 
teacher-training schools in Belgrade, Zagreb, Sarajevo and 
Skopje . "The aim of these courses is to train teachers of 
music (singing), for the eight - year elementary schools . ~l95 
Swiss 
The first Swiss conservatory of music was opened in 
Geneva in 1835, 196 but musical institutions had existed since 
l94Ibid. , p. 54 . 
l95Ibid . 
l96The present Acad~mie de Musique in Geneva was a 
private school, beginning in 1886 . 
the early collegium musicum movement began in Winterthur 
(1619) , and St . Gall (1620), 197 which were the predecessors 
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of the later concert societies . The opening of Bern Conser-
vatory in 1858 was followed by· a similar school at Lausanne, 
1861, under both the city and the state which in 1960 
enrolled 900 students . 
The present State Music ~cademy at Basel was founded 
in 1867, and lists three separate divisions: Musikschule 
with 2002 students , Konservatorium with 236 students, and 
the Schola Cantorum Basiliensis with 409 students, for a 
total figure of 2, 647 music students . 198 A list of the 
courses at Basel discloses all strictly musical offerings, 
including a seminar in music education . 
The largest state music institution is the 
Konservatorium und Musikhochschule : 1m Zurich, a professional 
school with 80 teachers, providing "comprehensive music 
courses for teachers, performers , conductors and composers, 
leading to State Diplomas . "199 
197cf . Georg Becker, La Musique ~Suisse {Geneve : 
F. Richard, 1874), pp . 97 through 102. 
198The World of Learning (London: Europe Publications, 
Ltd . , 1961)7jpp . 900- 901 . There is also a Schola Cantorum 
at the Conservatoire et Academie de Musique in Fribourg . 
199Ibid., p. 901 . N. B. cf . Music in Education (Paris: 
UNESCO, 1955), p. 225 . Jacques- "I:Slcroze demonstrated his 
first Eurhythmics lesson at the Geneva Conservatory in June , 
1903, with the children of the solf~ge class . 
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Music in the Low Countries has always been closely 
related to its neighbors; to Burgundy and France in the 
Medieval and Renaissance periods, and to Germany in the 
later Romantic period of music history . / Gossec and Gretry 
were teachers at the Paris Conservatoire from its beginning, 
.,. 
and another Belgian, Francois Joseph Fetis, was admitted to 
the Paris Conservatoire in 1800 as a pupil. 
In Li~ge, a public committee of instruction was 
formed in 1797, in order to re-establish the teaching of 
music . The FrenchRevolution had been particularly hard 
in the suppression of all things religious, for over 400 
Chapels in Belgium vvere either destroy.ed, transformed into 
other-institutions, or closed permanently . 200 This was 
bound to have an adverse effect upon music; but eventually 
secular institutions were formed to fill the need. 
Although the recommendations of the Li~ge committee 
were not acted upon, a school of vocal and instrumental music 
opened in 1826, and the title Royal Conservatory followed 
in 1831 . The establishment of many other schools of music 
occurred during this period: Mons (1820), Tournai (1827), 
201 Ghent (1835), Louvain (1835), Anvers (1842) and others. 
200
rrene Bogaert, 11 L1Enseignement Musical," La Musi~ue 
~Belgique (Bruxelles: La Renaissance du Livre, 195IT, p.56. 
201rbid ., p. 357 . Also see for a list of private 
music academieS. 
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/ 
In Brussels , the small Ecol e ~ Chant had only two 
' classes, upon opening in 1813, solfege and singing, but a 
violin class was added in 1824 . 202 
A school of dramatic art , which had been instituted 
by Jean- Baptiste Roncourt in Brussels, was taken over by the 
State in 1826, and called the Royal School of Music and 
Singing . 203 In 1832, this became the Royal Conservatory of 
~ Music of Brussels , with Fetis being appointed as Director in 
the following year . deBeriot , Vieuxtemps and Ysaye were to 
make this conservatory one of the great violin schools of 
, 
all time, while musicology is indebted to Fetis, Gevaert 
and Van der Straeten for significant nineteenth century 
contributions. 204 
The Belgian government has established five Royal 
Conservatories at various times : those of Liege (1831) 
and Brussels (1832), already mentioned, plus Ghent (1871), 
Anvers (Antwerp) (1898) and as late as 1948, Mons . 205 In 
1927, reforms standardizing the various state conservatories 
were effected . 
202Ed . Mailly Les Origines du Conservatoire de Musique 
de Bruxelles (n . p . , 1B78) From unpag~nated prei'ace . ~4 pp . 
203Bogaert , ~· cit . , p. 356 . 
204charles Leirens, Belgian Music (New York : Belgian · 
Government Information Service, 1955), pp . 31, 34, 36, and 50 . 
205Bogaert , Ibid . The school at Antwerp was originally 
opened in 1867 as the-rr:Flemish School of Music" with Pierre 
L. L. Benoit as Director. 
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The courses , all free to Belgians, comprise : theory 
' and solfege , general history and music history, singing, 
diction, declamation, French and Flemish dramatic art, opera, 
instrumentation, chamber music , harmony, counterpoint, fugue 
and composition . 
The admission ages to these professional schools are : 
Piano or stringed instruments - 14 to 18 years old, 206 
Organ or wind instruments - 20 years old 
Singing women - 22 years old 
men - 26 years old 
There are many municipal or communal conservatories 
throughout Belgium which are supported by the State . The 
nation prides itself on having the greatest number of music 
schools , in proportion to its population, of any country . 
The sincerity of the Royal Government ' s efforts, 
both to nurture and refine real talent, and to spread the 
art of music throughout the entire land, is fully realized 
with the figure of 24, 000 music pupils being subsidized by 
the State , as of 1950 . 207 
Before the Reformation, music in The Netherlands 
was similar to that of Flemish Belgium. It was not until 
206Ibid., p . 357. Also cf . World Survey of Education, 
{Paris : UNESCO, 1959), p . 911. Vol. II. "Conservatoire 
Royal de Musique (Belgium) , a vocational training school of 
music : Duration of course - 7 years, Average entrance age -
12 yebrs , Standard of Entry,- 6 years of primary education, 
Possi le further education - Terminal. 11 
207 Bogaert , Ibid., pp . 257 and 362-63 . 
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the late eighteenth century that musical organizations were 
established by the Dutch, to foster concerts and orchestral 
activity. The Felix Meritis Society founded the orchestra 
of the Concertgebouw in 1777. An orchestra at the capital 
at the Royal Court composed of 45 musicians was considered 
208 
"the best orchestra in the Low Countries." 
An association for the furtherance of music, begun 
in 1829 with headquarters in Amsterdam, still maintains 17 
209 
schools of music, and encourages choral singing. Two 
of the largest _Musikschools founded by this national 
(MaatschappiJ) society were: Rotterdam in 1845 and Amster-
dam in 1862. 210 
The German, Karl Reissiger, was invited to found 
the Royal Conservatory of Music at the Hague in 1826. 
Although he left for Dresden shortly after this, the Royal 
Conservatory still exists as one more of the classic European 
examples of a State professional school of music, offering 
complete educational courses of study in music, albeit one-
.d d 211 SJ. e • 
208
"Neerlandaise Musique," Encyclp~die de la Musique 
(Paris: 1961), III, p. 968. 
209 11 Holland, 11 Oxford Companion to Music (London: 
Oxford University Press, 1950), p. 435.--
210Waldo S. Pratt, The New Enclyclopedia of Music 
and Musicians (New York: ~Macmillan Company, 1929}, pp. 
901 and 949. 
211The World of Learning, (London: Europa Publications, 
1961), p. 739, liStS two schools of music in the Hague: The 
Royal Conservatory of Music, and the Royal Academy of Fine 
and Applied Arts. 
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In the Benedictine monastery at Montserrat known as 
the "Escolania., " Spain makes the claim that this is the oldest 
music school in the world., "antedating the sixteenth century 
music school of Naples . "212 The Church in eighteenth century 
Spain generously supported music . There were extensive 
musical organizations throughout the kingdom . In addition 
to the long- standing chair of music at the University of 
Salamanca., there were schools of music at the College of 
Saint- Leandre at Murcia., and the College of the King at 
Madrid . 213 
The chapels of cathedrals., parish churches ., monasteries 
and convents employed choirs., chapel-masters., instrumentalists 
and even dancers., as the famous "seises" at the Chapel of the 
Cathedral of Seville . 214 
The maestro de capilla, with great powers and heavy 
duties., was in charge of the school for the choir- boys, where 
they learned reading ., writing, arithmetic as entering young-
sters . After the elementary training., which featured music., 
the boy could be educated through college., studying literature., 
philosophy., languages., counterpoint and composition . 
212Mary Neal Hamilton, Music in Eighteenth Centu~ Spain 
(Urbana., Illinois : University of Illinois., 1937)., Vol . II., 
Nos. 1 & 2 of Univ . of Ill . Studies in Language and Literature., 
p . 202 . 
213Ibid . 
-214Ibid • ., p . 201., 11 ••• 'seises ' or ten boys who 
danced at the Feast of Corpus Christi., in the Cathedral . " 
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This continuous education is exemplified by the priest 
Dom Manuel Doyagile (1755- 1842), who entered the college 
connected with the Cathedral of Salamanca as a choir boy . 
His education was completed at age 26 . Later he became 
chapelmaster at the Cathedral, and occupied the famous chair 
as professor of music at the University of Salamanca . 215 
The Royal Chapel of Madrid employed 71 persons in 
1756, among whom were 34 instrumentalists and 15 singers . 
The secular musical institutions in Spain began with 
the Conservatorio de Maria Cristina in Madrid, founded by 
Royal Decree in July, 1830, and opened the following year. 
Queen Maria Cristina was a Neapolitan lover of bel 
canto "and a warm admirer of Rossini," who became the fourth 
wife of Ferdinand VII . 216 The first director was Piermarini, 
and Italian rather than Spanish, was used in the singing and 
declamation classes, for "y su organizacion primitiva se 
imit6 de los conservatori6s italianos de la epoca . 11217 Its 
name was changed to the National School of Music and Declama-
215Ibid. , p . 202 . 
216Gilbert Chase The Music of Spain (New York : Dover 
Publications, Inc . , 1959j ~Rev. Eon. p. 132 . 
217Musica, Rivista Trimestral de Los Conservatories 
Espano1es ~ Raclricl : Vol . I, No . 1, July, Aug . , Sept., 1952, 
p . 111 . Also cf. p . 130 which reports activities from 16 
Spanish conservatories during 1951- 1952 . 
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The Conservatorio ~ Liceo, of Barcelona was estab-
lished by the Philharmonic Society of Montesi6n in 1837, and 
by 1844, had so many pupils, it required enlarged quarters 
in a convent. The government built a new building in 1847, 
again showing the benevolence of a country in fostering the 
art of music. 
This school, elevated since 1944 to the category of 
a Conservatorio Superior, has a curriculum which includes the 
usual conservatory musical subjects, plus: Spanish, Mandolin, 
Italian Mandolin, Saxophone and Canto de Salon (Lieder). 
A philharmonic society in Malaga was instrumental 
in forming another Conservatory of Music of Maria Cristina, 
1880, which was incorporated by the State in 1931 as a 
Professional Conservatory, requiring an eight-year study on 
piano or violin, including four years of harmony. 218 
A second conservatory in Barcelona was established 
in 1886 by the municipality. It lists the following courses: 
' Solfege-theory-dictation and transposition, Piano, including 
the virtuoso grade, all strings, Harp, organ, harpsichord, 
guitar, vihuela, all percussion instruments, chamber music, 
singing, vocal ensemble, orchestra, harmony, counterpoint, 
fugue, composition, instrumentation, Gregorian Chant, General 
culture in relation to music (art), physiology of the voice, 
accompaniment and conducting. 
218Musica, ~· cit., Vol. II, Nos. 3, 4. Jan-Mar. 
1953, p. 174. 
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There are examinations in all subjects three times per 
yearJ and interschool concerts are periodically held with the 
conservatories of Madrid and Paris . 219 
In Portugal J although there was an Italian influence 
on the court at LisbonJ with Neapolitans D. Scarlatti and 
David Peres in the eighteenth centuryJ the Conservatbrio 
Nacional de MGsica (1835) was created through the tireless 
efforts of J oao Domingos Bomtempo (1775-1842)J who had 
established the first symphony orchestra in Portugal J at 
Lisbon in 1822 . 220 A possible precedent to the conservatory 
may have been the special religious music schoolJ the Seminario 
Patriacal , founded in 1713J but which was discontinued during 
221 the Napoleonic era . 
The conservatoryJ "which completely transformed the 
teaching of music in PortugalJ" is now the Conservatorio 
Nacional de Musica ~ de TeatroJ enrolls 1000 studentsJ and 
219 . Musica , QQ. cit ., Vol . I J No. 2J Oct - Dec, 1952J 
pp . 133- 135 . The aosence of wood or brass winds shows a 
possible collaborating agreement with the Conservatorio del 
Liceo of BarcelonaJ which listed all of these instruments . 
220Maria Antonietta de Lima Cruz, "PortugalJ" Larousse 
de la Musique (Paris : Librarie LarousseJ 1957)J Vol . IIJ p. 
TI3:- Also cf' . Gilbert ChaseJ .22_. cit . J Chap . XVIIIJ which is 
"The Music of PortugalJ" AlbertT. """'LliperJ pp . 284- 85 . 
221Alexander KosloffJ "Musical Sojourn in PortugalJ" 
MENC Journal J 49, 4J 1963J p . 98 . 
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"is modeled along the same lines as the Paris Conservatoire."222 
Smaller but important municipally supported conservatories 
have been operating at Oporto, and Coimbra, and there are 
several conservatories in the Portuguese overseas colonies. 
The Portuguese music conservatories are professional 
training schools, with age of admittance, entrance requirements, 
and courses of study similar to those of Belgium, which have 
223 been discussed earlier. 
In the British Isles, monasteries such as the famous 
one at Kent, which was founded in 596 by St. Augustine, the 
first Archbishop of Canterbury, operated singing schools for 
the teaching of chant. 
The English song and choir schools developed from these 
monastic institutions. Scotland's Sang Scuils provided a 
general education with sacred music instruction; with that of 
222Luper, ibid., pp. 287 and 339. Also cf. Kosloff, 
ibid., pp. 99- 100,-wKO quoted the Director of the National 
Conservatory in Lisbon, Sr. Ivo Cruz, with offerin~ the follow-
ing facts: there were 300 students of both sexes {1962); . 
age limits were 10 to 30; tuition amounting to a few dollars 
per year was charged; and the total duration for "specialized 
music education for piano, violin or 'cello was twelve years, 11 
which was subdivided into preparatory course,- three years, 
general course - six years, and higher course - three years. 
223world Survey of Education (Paris: UNESCO, 1959), p. 
911: "conservatorio (Portugal): vocational training school of 
fine arts or music. Duration of course - 9 yrs; average entrance 
age - 11; standard of entry - 4 yrs . of primary education; 
possible further education - terminal.'' 
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Aberdeen being typical of most Scottish towns in the thirteenth 
d f t th t . 224 an our een cen ur~es . 
Many of these schools in Britain, which had been closed 
because of the Reformation, were revived in the seventeenth 
century as elementary schools with music instruction . However, 
the "lesser importance that music occupied in the service of 
the Protestant Church reduced the importance of these schools, 
so that they have gradually died out . "225 
The history of the Monastic school at Winchester, 
which was established in 1394, is unique . It was the first 
school which incorporated a ''musical as well as a scholastic 
purpose . " This vocational school educated boys for the 
priesthood, and the chapel and its collegiate choir were the 
central features of the college . Eton later was built on the 
same principles and because of the close relationships of 
Winchester with Oxford, and Eton with Cambridge, these two 
schools were saved when the monasteries, and their monastic 
schools were dissolved during the Refor.mation . 226 
224
"scotland," The Oxford Com~anion to Music (London : 
Oxford University Press;-f950)J p. 85 • 
225charles H. FarnsworthJ "Music in EducationJ" A 
Cyclorvd~a of Education (New York : The Macmillan Co ., 1913) 
Vol . J p. j49. Cf . "Presbyterian Church Music.," The Oxford 
Companion to Music., op . cit • ., p . 747, " ••• but gradually changed 
to regular-elementary or grammar schools by the nineteenth 
century, not concerned with music . " 
226George Dyson, Fiddling While Rome Burns (London : 
New York, Toronto: Oxford University Press, 1954), pp . 56- 7 . 
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Early official musical organizations such as Charles I 
(1625- 1649) establishing a string orchestra with a Master of 
the King ' s Music; and following the Puritan Revolution, its 
restoration by Charles II, and enlargement to 24 players, show 
the continental influence upon English musical matters . 227 
The foundation of the first Royal Academy of Music in 
London in 1720 was an attempt "to establish the entertainment 
of opera permanent ly in England . "228 Moreover, Italian 
works were the staple fare, by such men as Handel, Ariosti, 
Buononcini , and Vinci . After seven seasons, and the success 
of "The Beggar ' s Opera," the venture went bankrupt, and was 
not revived . 
The (Royal) Philharmonic Society was founded in 1813, 
and the German pianist Charles Halle formed his well-known 
orchestra in 1857. 
Although Burney had contemplated a music school from 
a Foundling Hospital in 1774, based on the institutions of 
Italy, the plan was not well received, and did not solidify. 229 
England did realize its first professional school of music in 
227J. A. Westrup, Briti sh Music (Longon : Longmans Green 
& Co . , 1943), p. 10; cf . Louis XIV 1s "Vingt-quatre violons," p. v . 
228Music in England, Ireland, Wales and Scotland (London : 
Cradock and Company, 1845), p. 35 . 
229charles Burney, A General History of Music (New York : 
Dover Publications, Inc . , 1957) , p. 1049 of the Appendix . 
Also cf . "Schools of Music," Oxford Companion to Music, ..Q.Q_. cit . , 
p. 847. 
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1822 with the opening of the Royal Academy of Music in London . 
This was not an orphanage, but did board most of its pupils 
from the period 1823 through 1853 . The school resembled the 
"conservatories of the continent," and was chartered in 1830, 
under the auspices of George IV. 
Its foundation was given to promote "the cultivation 
of music among the natives of this country . rr 23° Its prospectus 
aimed at enabling English-trained musicians to compete on equal 
terms with foreigners, for not only was singing considered 
the most important branch of study, but all the students were 
at first required to learn Italian . 231 
From its inception, the school was coeducational, 
admitting students from the ages of 12 through 18, and 
granting many scholarships and stipends . 
Despite good teachers, royal grants, and some public 
financial support, the Royal Academy of Music was continually 
in economic difficulties during its first five decades . 
Finally a crisis occurred in 1867 when the government, 
at the :·_ .instigation of Disraeli, withdrew the grant completely. 
The school closed, and the professors secured a legal opinion 
that the charter could not be resigned without their consent . 
23°Music in England, Ireland, Wales and Scotland, 
~· cit . , p. 60 . 
231william Johnson Galloway, Musical England (New York : 
The John Lane Company, 1910), p. 21 . 
A new board was established, and with the return of the 
Liberals in 1868, Gladstone restored the annual grant . 
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The school has continued to grow in size and impor-
tance to the whole of the British Commonwealth . Since 1889, 
along with the Rpyal College of Music, it has conducted the 
"Local Examinations, tr although it conducts its own 
"Metropolitan Examinations 11 in London, granting Licentiat es 
to successful candidates who are music teachers and performers . 
As early as 1854, a National Training School for Music 
was planned, but it was not founded until 1873, and because it 
was housed in newly constructed buildings, it did not open 
until 1876, in Kensington . Thorough musicianship was its 
goal throughout its brief life, and its two principals were 
Sir Arthur Sullivan, and Sir John Stainer . The school was 
closed and superceded by the newly established Royal College 
of Music in 1882 . This institution had negotiated with the 
Royal Academy of Music for a possible merger, to no avail . 
In these musical colleges, practice and theory are 
provided, and every branch of music study may be followed . 
Diplomas "are awarded in every subject in the curriculum. "232 
The system of licensing in the British musical colleges 
means that upon successful completion of examinations, the 
candidate will be awarded an L. R. A. M. or Licentiate of the 
232J . A. Westrup, op . cit . , p. 19. 
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Royal Academy of Music; or an A. R. C. M. or Associate of the 
Royal College of Music . No residency is required, in fact 
it is not necessary to be a student in either institution to 
obtain the licentiates . 
This method is similarly employed in granting the 
Bachelor ' s and Doctoral degrees at the British Universities , 
which are alone of all degrees , non-residential . The unique 
privilege of conferring the Doctor of Music on those who have 
served church music, is possessed by the Archbishop of Canter-
bury . 233 
In Ireland, the early Academy of Music which had been 
begun by Lord Mornington in 1729 was really a concert society 
of the ladies and gentlemen of Dublin . At this same time , 
Geminiani was brought to Dublin in 1728 by Matthew Dubourg , 
the leader of the Viceroy ' s Band, to teach in his violin 
234 
school . 
The Academy, formed in Dublin (1856), which held 
classes in harmony, •cello and piano, was a reorganization 
of the Royal Irish Academy of Music , founded in 1848 . The 
Royal title was bestowed in 1872, and it was incorporated in 
233 J. A. Westrup , ~· cit . , p. 18 . 
234Aloys Fleischmann, Music in Ireland (Cork : Cork 
University Press, 1952), p . 104. 
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Dublin also has a Municipal School of Music (1890) 
which currently enrolls 1400 applied students, including 
those who study on uilleann pipes, and war-pipes. 235 
The City of Cork has also maintained a Municipal 
School of Music since 1878, which numbers 800 students today. 
In Scotland, the Glasgow Athenaeum School of Music 
(1890) became the Scottish National Academy, and since 1944, 
is now the Royal Scottish Academy of Music. It functions 
in much the same manner as the Academy of Music and the 
Royal College of Music, in London. 
London's Guildhall School of Music has served since 
1880 as a metropolitan music school with not only professional 
goals, but also with an important branch in its teaching 
of amateurs. 
The Royal Manchester College of Music was founded in 
1893 by Charles Halle, and has a close affiliation with the 
University of Manchester. Some of the professors teach at 
both institutions, and the Music College students may pass 
on to the Bachelor's and Doctor's degrees at the University. 
Mention should be made of the Sol-Fa College which was 
established in 1863 fdunded by the Tonic-Sol-Fa Association 
of John Curwen. It was a movement "that had enormous influence 
235 Ibid., p. 113. 
in diffusing elementary musical knowledge among certain 
classes of the community . "236 
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It is interesting to note that the English do not 
usually use the word "conservatory" in the titles of music 
schools or colleges, 237 for to English thinking, a conser-
vatory is a place where flowers are cared for . 
Sir George Dyson, who was Director of the Royal 
College of Music for fifteen years, has issued some opinions 
of the professional-type school, which disclose English 
practice . Teaching is mostly a system of individual lessons, 
for the music students are considered artists and must remain 
individualistic, as special cases . 238 High specialization at 
an early stage is expected and provided for, because 
• • • even if we frankly admit that a great many, the 
majority in fact of our music students will ultimately 
spend much of their lives leading and teaching others, 
there is every reason why they should themselves be 
equipped with the highest possible practical musicianship . 
It is the duty of a college of art to avoid, even to 
distrust, pedagogy as such . 
236Ernest Walker, a Histor~ of Music in England {London: 
Oxford, The Clarendon Press, 3rd E:n . Rev . by~. A. Westrup, 
1952), p. 320. And cf . art in Grove's Dictionary of Music and 
Musicians . -- ----
237Academy of music has been the preferred designation. 
Cf . John Hoyle, Dictionarium Musica (London: S. Crowder, 
MDCCLXX), p . 1 
"Academy of Musick" - is frequent in most parts 
of Europe: but more in Italy than any other country, 
where the young students in the science of Musick are 
instructed. " 
238George Dyson, ~· cit . , p . 56. 
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Our ideal is that however highly specialized they 
may be as executants 1 they should have as wide a know-
ledge and command as possible of the universal language 
and literature of music . 239 
As the costs of operating professional musical 
education institutions have steadily risen in England, the 
familiar pattern of a European government recognizing its 
beneficient duty to the arts has again emerged . 
Since 1943, the Treasury has made direct grants to 
the Royal College of Music, the Royal Academy of Music, 
and the Royal Manchester College of Music, while the 
Scottish Academy of Music has been supported by the 
Scottish Education Depa~tment . This is clearly the 
pattern of the future . 2~0 
239Ibid . , pp . 124-5 . 
240Ibid. , p. 142 . 
C~PrnRIV 
LATIN AMERICAN AND CANADIAN CONSERVATORIES 
The conservatories of music in Latin America were 
modeled along European lines and despite some recent trends 
in conceptual change, they have continued in the tradition 
of state-supported, low or free tuition, professional music 
institutions. 
In the nineteenth century, the Canadian institutions 
often had beginnings similar and simultaneous to the music 
schools of the United States. The cultural influences of 
Paris upon the French-speaking Canadian schools, and of 
England upon English-speaking Canadian schools are still 
apparent in music higher education in that bi-lingual 
nation. 
·colonial Latin America 
Although the high civilizations of Maya, Aztec and 
Inca pre-Colombian cultures practiced music integrally in 
all phases of daily life, little is known of their musical 
training, 1 for it is doubtful that any system of musical 
Calif.: 
schools 
musical 
1Eleanor Hague, Latin American Music (Santa Ana: 
The Fine Arts Press, 1934), p. 15. There were 
in Mexico, Yucatan and Peru for perpetuating the 
traditions. 
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notation was ever created. There is evidence of the use of 
harmony by the Incas while playing their panpipes. 2 
The first European music school in the Western 
Hemisphere was founded by a Belgian Franciscan missionary 
Pedro de Gante (Ghent) at Texcoco near Mexico City, in 1523, 
at Cortez' invitation. This school later moved into the 
capital (1527), and others which were established all over 
Mexico in the next fifty years3 were in essence choir schools, 
where the padres educated the natives in singing, reading and 
writing, both language and music, and in the playing and 
construction of instruments; and which were "organized 
precisely upon the model of the European cathedral school."4 
Throughout Latin America the various religious 
orders: Augustin, Benedictine, Carmelite, Dominican, 
Franciscan and Jesuit gave religious music training, and 
promoted the Auto, a religious musical play. 
In the Sao Paulo District of Brazil, Father Jose de 
Anchieta in 1554 began writing textbooks, hymns and autos 
2Ibid., p. 3, which is taken from the primal source, 
Garcilaso-rnca de la Vega, Royal Commentaries of Peru, Ricaut 
Translation of 1568, p. 84. 
3Music of Latin America (Washington: Pan American 
Union, OAS, 196QT, p. 3. 
4Allen P. Britton, "Music in Early American Public 
Education: A Historical Critique," Basic Concepts in Music 
Education, 57th Yearbook of the National Society !'or-the Study 
of Education, Part I,(Chicago: University of Chicago Press, 
1958), p. 197. 
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"in Portuguese, Spanish and the native tongue." Another 
Belgian, the Jesuit Luis Berger, converted many Indians in 
the Plata River region by "teaching them to play bowed 
lutes. ,5 The activities of the Spanish and Portuguese 
conquerors in using the religious to convert whole popula-
tions of natives to Christ, in which music6 played a prime 
role in the educational process, demonstrates the importance 
and power of music to the Indians. 
The seeds of other European marks of civilization 
were being carefully cultivated in the virgin lands. 
Caracas had a school for plainsong in 1591 and Lima 
had "correspondingly important public buildings and schools."7 
The oldest music book printed in America was an Ordinarium 
with Gregorian notation, published in Mexico City, in 1556, 
150 years before the edition of the Bay Psalm Book which 
contained music. Nine other books with music were to appear 
in the Spanish colonies before 1604, when a book with music 
for Holy Week was issued by a Mexican, Juan Navarro. 8 
As Latin America then included territory now 
geographically in the United States of America, mention is 
5Music of Latin .America, Loc. cit. 
6 B. M. Bakkegard, "A History of Music Education in 
Texas," Journal of Research in Music Education, V, (1957), 
No. 1, p. 37. 
7 Hague, op. cit., p. 23. 
8Music of Latin America, ~· cit., p. 5. 
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here made of the music teacher Padre Juan de PadillaJ who 
established mission schools in now New Mexico (c. 1540)J after 
accompanying Coronado.9 
The IrishmanJ Father Thomas GageJ who had studied 
at the Spanish monastery of ValladolidJ wrote of the musical 
rivalries between the Mexican convents in the seventeenth 
centuryJ showing that girls with good singing voices were 
often admitted to the most luxurious nunneriesJ despite a 
lack of money. 10 
During the long Colonial Period of the present Latin 
American nationsJ the European musicians were teachersJ 
instrumentalists (especially organists), choirmasters and 
composers. Large libraries of music are to be found in the 
Cathedral cities which attest to the great amount and variety 
of music performedJ both sacred and secular. 
Perhaps the earliest reference to secular music is 
made concerning one OrtizJ who began a dancing school in 
Mexico City in 1526. 11 Garcilaso Inca de la Vega wrote of 
9BrittonJ Loc. cit. 
lOHagueJ ~· cit.J p. 27. Also compare with similar 
practices in the-venetian conservatori of the eighteenth 
century; cf. Marc PincherleJ "Vivaldi and the Ospitali of 
VeniceJ " Musical QuarterlyJ XXIV ( 1938), pp. 303J 307 and 308. 
llGilbert ChaseJ "MexicoJ" Harvard Dictionary of Music 
(Cambridge: Harvard University Press)J p. 444. Also-cr. 
HagueJ ~· cit.J p. 22J who gives the date as 1525J and 
states tliat-rr:rtiz was a bihuela player and dancer under 
CortezJ and probably a soldier. 
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five Indians at Cuzco, Peru (in 1560) who were masters of 
the native flute, being able to sightread any tune readily. 12 
These and many other beginnings led inevitably to 
a growing interest in more complex music. 
In Venezuela, Father Pedro Palacios y Sojo returned 
in 1770 from Madrid and Rome not only with music of Handel, 
Pergolesi and Haydn, but loaded with stringed instruments 
and a complete set of woodwinds. He later established an 
academy of music at his hacienda at Chacao, placing the 
composer Juan Manuel Olivares in charge. A great amount of 
sacred music was written by a string of composers in addition 
to the head: Gallardo, Landaeta, Velasquez, de Boesi, and 
above all these, Jos~ Angel Lamas. Prior to this school, 
there had been established at the foundation of the Univer-
sity of Santiago de Le6n in 1725, a permanent chair of music 
with an annual endowment of 150 dollars. 13 
In Colombia at this same time, Padre Juan de Herrera 
y Chumacero, the choirmaster at Bogota Cathedral, composed 
religious works and taught music, one of his pupils being 
the composer Juan de Dios Torres. 14 
Brazil's greatest composer in this early period was 
12Hague, ~· cit., p. 7. 
13Music of Latin America, ~· cit., pp. 5 and 6. 
14Ibid., p. 6. 
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Padre Jos~ Nunes Garcia (1767-1830) who wrote church music 
and at least one opera, The Two Twins. 
Mexico boasts many composers of sacred and secular 
music, among whom are Antonio de Salazar, Manuel Zumaya 
(opera--La Partenope, 1711), Francesco Moratilla, Antonio 
Redil and Antonio Sarrier. In 1786 the 11Teatre Coliseo II of 
Mexico City listed an orchestra of five violins, one 'cello, 
one double-bass, two oboes and two trumpets. 15 With the 
development of piano factories in Durango, Mexico and in 
Pernambuco, Brazi:l, it can be seen how steadily organized, 
formal music had advanced in Latin America, by the first part 
of the nineteenth century. 16 
Following the era of exploration and conquest of the 
sixteenth and seventeenth centuries, the eighteenth century 
was one of relative serenity which preceded the violent and 
revolutionary nineteenth century in Latin America. The 
usual expanding need for more sophisticated cultural 
activities, found in stabilizing societies, combined with 
the ubiquitous musicality of every-day Latin-American life, 
to demand native schools of music, but fashioned after those 
of Europe, which would educate and produce musicians and 
teachers. 
l5Hague, ~· cit., p. 31. 
l6Ibid., p. 34. 
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The ideas to establish conservatories in South and 
Central America became realities in the nineteenth century. 
Latin- American Conservatories 
The first of a series of short-lived conservatories 
/ 
at Mexico City by Mariano Elizaga, but was opened in 1825 
closed for lack of support . 17 Jos~ Antonio Gomez' Academia 
de Musica was founded in 1839, the same year as the first 
Sociedad Filar.m6nica, but flourished for only several years . 
General Santa Anna chose the Italian bass virtuoso 
Giovanni Bottesini (1822-1889), who had been educated at the 
Conservatorio at Milan, to organize a government - supported 
conservatory in 1853 . The plan did not materialize for 
Bottesini was next seen as conductor of the Italian Opera in 
Paris, from 1855 to 1857. 
/ When the Sociedad Filar.monica Mexicana was re-organized 
in 1866, El Conservatorio Nacional de Musica was founded 
/ 
under its auspices two years later, with Rather Agustin 
Caballero as first director . The instruction has always been 
gratis, with support being municipal and/or governmental at 
various times in its history . 18 
17Robert Stevenson, Music in Mexico (New York: Thomas 
Y. Crowell Co., 1952), pp . 190- 91 .--
l8Ibid. , and 11El Conservator io Nacional de Musica, 11 
Grove's Dictionary of Music and Musicians, American Supplement, 
1920), VI, 176 . 
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Stevenson shows that the curriculum for the first 
four decades was based on those of the Italian Conservatori: 
Subjects were: solfege, piano, strings, woodwinds, 
harmony, instrumentation and orchestration, composition, 
Spanish language, French, music history and biography, 
acoustics, physiology of voice, history of instruments, 
and esthetics.l9 
He also compares concepts between Mexican and United 
States conservatories by pointing out that while the American 
schools were busily competing with each other in making 
attractive bids for foreign directors, the National Conserva-
tory and other regional institutions were employing 
Mexicans only. 20 
Rafel Tello, director of the National Conservatory 
in Mexico City from 1914-15, became director of the newer 
21 Conservatorio Libre from 1917-1930, also in the capital • 
. Manuel M. Ponce, the composer of "Estrellita, 11 left the 
Nacional Conservatory in 1943 "and occupied the chair of 
folklore in the rival Escuela Universitaria de Musica. 22 
In Brazil, one of Garcia's pupils, Francesco Manuel 
da Silva, composer of the Brazilian national anthem, founded 
the Conservatorio Nacional de Musica at Rio de Janeiro in 
Thomas 
19stevenson, ~· cit., p. 192. 
20 Ibid., p. 219. 
21 Nicolas Slonimskyj Music of Latin 
Y. Crowell Co., 1945 , p. 2537 
22stevenson, ~· cit., p. 235. 
America {New York: 
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1841. This institution, the oldest conservatory in the 
Western Hemisphere, also has the distinction of maintaining 
an unbroken life until the present day, for it is now the 
Escola Nacional de Musica of the University of Brazil. 23 
Also in Rio, the Conservatorio Brasiliero de Musica was 
established in 1940 by the composer Oscar Lorenzo Fernandez, 
and has been described as a nunique and highly endowed 
24 institution." There is a Conservatorio Dramatico e 
musical at Sao Paulo, and others at Porto Allegre, Bahia, 
and Belem. 25 
Another music school which preceded those of the 
United States and Canada was begun in 1850 at Santiago, 
Chile, and also called the National Conservatory of Music. 
It was established by government decree and began function-
26 ing under federal regulations the following year. 
23Music of Latin .America, (Pan-American, OAS), .2Q_. 
cit., p. 9. Of note here are two facts; the word "schoOT" 
has been changed from "conservatory," and it is now affiliated 
with a university. Similar evolutions will be met many 
times in reviewing the conservatories of the United States. 
The Brazilian composer, (Antonio) Carlos Gomes 
(1836-96) studied at the Conservatorio Nacional in Rio, then 
received a government stipend, whereby he studied four addi-
tional years at the Milan Conservatory in Italy. While there, 
his opera Il Guarant was staged in 1870. This opera was also 
done in New-York Ci y in 1884. 
24Arnold Walter, "Music Education on the American 
Continent," Music in Education (Paris: UNESCO, 1955), p .. 67. 
25slonimsky, ~· cit., pp. 121-22. 
26Music of Latin America, ~· cit., p. 9. Slonimsky, 
Ibid., p. 154, gives the opening year as-1849. The Institute 
de EXtension Musical dates from 1940. 
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Buenos Aires has been called "Conservatoriopolis" 
for "indeed every music teacher there puts the sign 
"Conservatorio'' on the plaque of his apartment. "27 
However humorous and amplified this statement may be, the 
Argentinian capital has been the seat for several important 
28 
conservatory systems. 
Alberto Williams (1862-1952), composer, educator 
and conservatory director, was, like Gomes of Brazil who 
had studied at the National Conservatory in Rio, trained 
in the Buenos Aires Conservatory, the leading music school 
of his nation. He also received a government grant for 
further study in Europe, however Williams went to Paris 
where he worked with Mathias and c. V. deBeriot, Durand, 
Guiraud, Godard and Franck (composition). Williams returned 
to Argentina in 1899, and after conducting for several years 
he founded the Conservatorio de Musica de Buenos Aires which 
he directed for many years. 29 It developed a system of 
.succursalia which has over 100 branches throughout Argentina.3° 
27Ibid., p. 22. 
28A. Eaglefield-Hull, "Academies," A DictionarY: of 
Modern Music (London and Toronto: J. M. Dent and Sons, Ltd., 
1924), p. I. 
29"Alberto Williams," Grove's Dictionar~ of Music 
and Musicians, American Supplement, 1920, VI, 4 5.- c. v. 
~riot was the only son of the famous violinist C.A. 
deBeriot who taught Piano at the Paris Conservatoire. 
3°Music of Latin America, ~· cit., p. 10. 
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Alberto Ginastera, a product of both the Williams 
Conservatorio and the National Conservatory, being graduated 
from the latter in 1938 with a professor's diploma, began a 
Conservatory of Music and Scenic Art of the Province or 
Buenos Aires at La Plata, in 1948. 31 
In the Dominican Republic, there is record of a 
school of vocal and instrumental music which was founded at 
Santo Domingo on July 15, 1855, under Jose Francisco Quero 
and Fermin Bastidas.32 
A Liceo Musical, established by Ravelo at the capital 
in 1908 was the precursor of the Conservatorio Nacional de 
M6sica ~ Declamaci6n, organized in 1941 by the late President 
Trujillo along with the Orguesta Sinfonica Nacional, both 
institutions being supervised by the Secretary of State for 
Education and the Fine Arts.33 
The composer Felipe Larraz~bal (1816-1873) opened 
the Conservatory of Caracas, Venezuela in 1868.34 By a 
' 31Gilbert Chase, "Alberto Ginastera: Argentine Com-
poser," The Musical Quarterly, XLIII, 4, (1957), pp. 440 and 
442. In 1952, Peron 1s followers removed Ginastera and 
changed the name of the conservatory to Eva Peron; however, 
with the dictator's political exile, Ginastera was reinstated 
in 1956, and eventually became director. 
32J. M. Coopersmith, Music and Musicians of the Domi-
nican Republic (Washington: The Pan American Union,~4~ 
p. 23. 
33Ibid., pp. 34 and 35. Also cf. World Surve~ of 
Education \PBFis: UNESCO, 1959), Vol. II, p. 912. TFis-con-
servatorio is listed as a vocational training school of music, 
with an eight year course, and average entrance age as 12 years. 
34Music of Latin America, ~· cit., p. 9. 
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decree of the Ecuadorian Republic, the National Conservatory 
of Quito was started on February 28, 1870, with Antonio 
Neumane as Director.35 
All the other Latin American nations maintain state 
supported music schools, some with branches which feed into 
the main institution, located in the capital city. There are 
also private conservatories functioning, usually these are 
named after famous musicians. There is a Bach Conservatory 
in Havana, and the Conservatorio Bach was founded in Lima, 
Peru, by Carlos Sanchez Malaga in 1929.36 Also in Lima, 
another private school, the Stea Conservatory, was opened by 
Vicente Stea in 1920. In Uruguay, "to honor the operatic 
art of Verdi, a Conservatorio Verdi was founded in Monte-
video in 1890. u37 
Returning to Peru, the National Academy of Music, 
begun early in the twentieth century, was the forerunner of 
the present National Conservatory at Lima. The main institu-
tion has a central school attached to it, as well as regional 
preparatory schools, located at Trujillo, Cuzco, Piura and 
35slonimsky, ~· cit., p. 199. The Italian Domenico 
Brescia was director from-r903- 1911. 
36Ibid., pp. 182-83 and 275-76. 
37Ibid., p. 283. 
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Chiclayo 1 which train pupils for entrance to the National 
38 Conservatory itself . 
The Republic of Colombia maintains 11 conservatories 
/ including one in the capital 1 Bogota, and one in Cali, which 
is the best-equipped in Latin America 1 according to Slonimsky. 39 
, 
The others are located at Medellin 1 Baranquilla, Manizales 1 
, / 
Popayan 1 Santa Marta, Pato, Cucuta, Bucaramanga 1 and Ibaque . 
There is a national conservatory at La Paz 1 Bolivia; 
at Guatemala City, Guatemala; Panama City, in Panama (1940); 
San Jos'~ Costa Rica (1942); and Paraguay now has two music 
-- -
schools at Asuncion; Escuela Normal de Musica 1 and the 
Conservatorio de Musica at the Ateneo . 40 
When the government of Nicaragua investigated the 
feasibility of a conservatory~ Luis Delgadillo was sent to 
41 the Milan Conservatory, prior to the Second World War. 
In summarizing the growth of music schools in Latin 
America, it is possible to trace their roots to the influence 
of the conservatories of the Latin nations of Europe. 
38Maria Ureta del Solar, "School Music Education in 
Peru," Music in Education (Paris : UNESCO, 1955), pp. 131 and 
133 . 
39slonimsky1 ~· cit. 1 p . 22 . 
40Ibid . , pp . 108, 175, 205~ 260 and 264 . 
41Ibid . , p . 257 . 
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In the music itself, except for occasional examples 
of German romanticism,42 the composers wrote operas in the 
style of Verdi, 43 or used other Italian or Iberian typically 
romantic and impressionistic techniques. 
Although there were several important conservatories 
well established before those of Canada and the United States, 
there appears to have been little connection between the 
musical activities of Latin America with those of North 
America. Exclusions would be the concertizing tours of 
American artists such as: Louis Moreau Gottschalk (1829-
1869), the popular pianist who was trained in Paris; and 
Eliza Biscaccianti (n6e Ostinelli, 1825-1896), the opera 
singer from Boston who was trained at the Naples Conserva-
tory in Italy. 44 
The typical Latin American conservatory today is 
government financed, is usually located in the capital, and 
often has feeder branches in the other important cities of 
the nation. Its curriculum differs little from those of the 
42Music of Latin America, ~· cit., p. 9. The 
Brazilian Leopoldo Miguez (1850-1902) director of the Escola 
Nacional de Musica, "composed operas in the Wagnerian style 
and symphOnic poems after Liszt." 
43Ibid. The Brazilian Carlos Gomez used Verdi's 
style in hrs-0peras: Il Guarany, Fosca, and Condor. 
44John Tasker Howard, Our American Music (New York: 
Thomas Y. Crowell Co., 1946), 3rO Edn., p. 170. 
professional music schools of Europe. Degrees are not 
usually available unless the institution is one of the few 
which is affiliated with a university, in which case it is 
titled a "school of music 11 rather than a "conservatory." 
In a study of fourteen of the Latin American repub-
lics as late as 1945, Vanett Lawler wrote as follows on the 
vocational concepts of the music schools: 
In practically every one of the fourteen countries 
visited, the music teachers in the public schools 
receive their training in the conservatories, whereas 
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in the United States, the great majority of music 
educators come from departments of music in universities 
and state teachers colleges (formerly called normal 
schools). 
In Latin America the emphasis is almost entirely on 
training musicians, while in the United States, emphasis 
is placed on training musicians and educators • 
• • • This trend (towards more courses in pedagogy 
and methods) was found in some of the older conserva-
tories, including those in Mexico City, San Salvador, 
Bogota,
4
santiago de Chile, Lima, Santiago de Cuba and 
Havana. 5 
The formal education of musicians in Canada, although 
influenced by the traditions of France and England, had closer 
relationships with the evolving concepts of music education 
in the United States. 
45vanett Lawler, Music Education in Fourteen Ame~ican 
Republics (Washington: Pan American Union, 1945), p. 28. 
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New France and British Dominionship 
Although John Cabot had discovered and explored the 
northern continent in 1497 and 1498J and previous Viking 
expeditions as early as 98646 are knownJ the history of 
Canada is usually reckoned as beginning with the voyages of 
Jacques Cartier in 1534J 1535 and 1540.47 
New France was not seriously colonized howeverJ until 
Samuel de Champlain founded Quebec (Stadacona) on his second 
trip in 1608. Cardinal RichelieuJ Louis XIII's chief 
ministerJ had organized a stock group called the "Company 
of 100 Associates" by which several fleets were outfitted to 
the St. Lawrence.48 Three Rivers was settled in 1634J and 
Montreal (Hochelaga) in 1642. 
As with the Spanish and Portuguese conquerors of 
Latin AmericaJ the French immediately made plans to convert 
the "heathen savages" however with more gentle and tactful 
means. AgainJ the Indians' fondness for music was important 
in the ultimate conversions.49 The Recollet Fathers soon 
46Thomas B. CostainJ The White and the Gold (New York: 
Doubleday and CompanyJ Inc.J ~4)J p. ~-------
47Helmut Kallman, A History of Music in Canada 
(Toronto: University of Toronto PressJ 196o);-pp. 8-9; 
music was present with the first landings. 
48 William Bennett MunroJ Crusaders of New France 
{New Haven: Yale University PressJ 1921), p. ~ 
49KallmanJ ~· cit.J pp. 10-12. 
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invited the Jesuits to aid in the missionary work, and the 
French P~res were remarkably successful with the Hurons. 
One of these, St. Jean de Brebeuf, who at 31 had 
reached Canada with Champlain in 1625, wrote two of the 
famous Jesuit Relations concerning Huronia, in addition to a 
Huron language book and a Huron catechism. 50 He is also 
credited with a musical work "Jesus Ahatonnia" c. 1641, known 
as the Huron Christmas Carol, which is one of the first North 
American compositions attempting to fuse native and European 
elements in the text.51 
The intrepid explorers Louis Jolliet and Pere 
Marquette, and Robert Cavalier de la Salle made further 
French claims upon the entire Mississippi, laying founda-
tions for the Louisiana Territory.52 
Beginning with Father le Jeune (1591-1664), superior 
of the Quebec mission, the uses of music in religious 
5°charles M. Wrong, The Rise and Fall of New France 
{New York: The Macmillan Company, 192BT, --p:-307.-
51sts. Brebeuf and Gabriel Lalemant (Lallemont) were 
captured at the Huron village of St. Louis, tortured and 
killed by the Mohawks and Senecas, who along with other 
Iroquois, completely dismembered the entire Huron nation. 
These priests and six others became the first martyrs in 
North America. 
52Alfred Leroy Burt, A Short History of Canada for 
Americans (Minneapolis: The University of Minnesota Press, 
1942), pp. 37-8. Also cf. Kallman, op. cit., p. 20, who 
shows that Jolliet was also an accomplished musician, who 
"worked his way through college." 
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institutions began to approach traditional practices in 
Europe. Boys, both French and Indian, received instruction 
in chant and notation, and those with aptitude, upon instru-
ments.53 Choirs were trained in part-singing, and from 
1660 on, organs were available for use in the services. A 
boarding school (1650) and the seminary (1663) in Quebec 
were teaching the reading and singing of sacred music.54 
Except for folk music and dances, and liturgical 
music, the art developed slowly in Canada before the advent 
of British rule in 1760. One of the first important forces 
in the growth of secular music were the Regimental Bands of 
the garrisons, which for the next 100 years, "were the back-
bone of instrumental music in Canada."55 These bands 
stimulated the composition of early Canadian marches and 
resulted in the foundation of many of the nineteenth-century 
orchestral and musical societies. 
There was a growing music activity in the cities of 
Montreal, Quebec and Halifax in the late eighteenth century,56 
and certainly, the influx of over 40,000 Loyalist immigrants 
53 6 Kallman, .£e.• cit., p. 1 • 
54Ibid., pp. 18-19. 
55Helmut Kallman, "Historical Backgrounds," Music in 
Canada (Toronto: University of Toronto Press, 1955), p. 1~ 
56Helmut Kallman, "From the Archives: The Montreal 
Gazette on Music from 1786 to 1797, 11 Canadian Music Journal, 
VI, 3, (1962), p. 3. 
--
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in the years following the successful American revolt against 
the mother country, many of whom were "city-bred folk, 11 
impelled the development of contemporary cultural levels, 
as in the old colonies . 57 
In the next half century, as immigration from Europe 
increased, many of the conditions found in Europe and in Latin 
America were also present in Canada, which demanded special 
musical institutions of a professional nature . 
/ The early entrees of music into the ladies' academies 
and the boys ' colleges began to appear just before mid-nine-
. 58 
teenth century. In 1841, Lower and Upper Canada were united, 
and with Confederation in 1867, the Dominion was a reality . 
As the nation matured industrially, politically and economi-
cally, the refined and sophisticated aspects of society 
created the need for such artistic instruments as: concert 
societies and performing groups, teachers and music schools, 
music journals and instrument construction . 59 
57Burt, ~· cit . , pp . 88- 91 . 
58Kallman, 11Historical Backgrounds, rr Music in Canada, 
op . cit ., p. 25 . 11 In 1856, the first musical doctorate was 
conferred on James P. Clarke by the University of Toronto . 11 
Also cf . Kallman, A History of Music in Canada, ££· cit., p. 99 . 
Clarke was also the first person in Canada to receive the 
Bachelor of Music degree (in 1846) and he was the first music 
instructor at King's College, now the University of Toronto, 
in 1845 . 
59 Ibid., p . 16 . Also cf . Charles Peaker, 11 Church 
Music II, "Ifti'Sic in Canada, ~· cit., p . 190, Joseph Casavant 
constructed his first organ in S~Hyacinthe, Quebec in 1837. 
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Canadian Conservatories 
In the second half of the nineteenth century, there 
were several plans for schools of music, 60 including one by 
Calixa Lavall~e (1842-1891), a native-born Canadian who had 
studied at the Paris Conservatoire with Marmontel and 
Boieldieu. 61 Lavall~e returned from France determined to 
establish a national conservatory and opera school designed 
after French and Italian institutions, probably Paris and 
Milan. 
According to Kallman, Canadian musicians studied in 
Paris most frequently, in Boston because of its proximity, 
62 
and next in preference were Leipzig and Berlin. 
None of these projects were fruitful beyond planning, 
and even the first institution entitled Academie de Musique 
(1868), which became incorporated and financially aided by 
6
°Kallman, A History of Music in Canada, op. cit., 
p. 188. - - - - - -
61This was Francois Boieldieu•s 
Lavall~e, composer of "O Canada," later 
taught at the Petersilea Conservatory. 
President of the MTNA in 1887. 
son Adrian L. V., 
came to Boston and 
He was elected 
62Kallman, A History of Music in Canada, ~· cit., 
p. 193. Also cf. Ectore MazzOTeni, "Solo Artists, MU'Sic in 
Canada, ~· cit., p. 107, where he discusses the problem or-
talented-rranadian musicians who become lost, musically, to 
their native land, after studying in Europe or the United 
States • 
.Also cf. Kallman, "Historical Backgrounds," .s?..E.· cit., 
p. 24. Two examples are Robert Nathaniel Dett (1882=T94~ 
perhaps the first negro to receive the B.M. in composition, 
(Oberlin, 1908); and Colin McPhee, (1901- ). 
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the Quebec government in 1870, is not a teaching establish-
ment, but rather an examining and award body which standard-
izes music education in the Province. 
At Sackville, New Brunswick, a Ladies' College was 
opened in 1854 which taught music from its first year. Today 
there is still existing a Conservatory of Mt. Allison at 
Sackville. 
In 1876, there was a small Canadian Conservatory in 
Toronto, which lasted for about ten years. By far the largest, 
and one of the most influential conservatories in Canada is 
the Royal Conservatory of Music of Toronto. It was founded in 
1886 by Dr. Edward Fisher, who remained its director until 
1913. 
Frederick H. Torrington established his Toronto College 
of Music in 1888, which in 1917 merged with the Canadian 
Academy of Music, which in turn had grown out of the earlier 
W. o. Forsyth Metropolitan School of Music.63 
In 1919, the Toronto Conservatory of Music was acquired 
"by act of Parliament for the University of Toronto, thus 
becoming in effect, a State School of Music,"64 In 1924, the 
63 Kallman~ A History of Music in Canada, ~· cit., 
p. 189, gives 19lb as the year-or merger. ---
A. Ea~lefield-Hull, "Academies, 11 A Dictionary of 
Modern Music {London: J. M. Dent and Sons, Ltd., 1924~ p. 2, 
gives 1917; also showing that the Canadian Academy of Music 
opened under the name Columbian Conservatory of Music in 1911. 
64Eaglefield-Hull, Ibid. 
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Toronto Conservatory of Music absorbed the Toronto Colleg'e 
of Music, which in turn had been the result of a merger. 
In Montreal, there was a Conservatory of Music in 
187665 which was short-livedi and Edmond Hardy opened the 
; 
Conservatoire de Musique de Montreal in 1895, on a tuition-
free basi's. This flourishing institution was closed by the 
government in 1900 because of its unique method of raising 
66 finances--by lottery. 
Also in Montreal, the Conservatoire National de 
Musique was founded in 1905, and the Dominion College of 
Music, was set up in 1894 with the main purpose of administer-
ing examinations and awarding diplomas. McGill Conservatorium 
was founded in 1904 and became a part of McGill University 
with the creation of a chair of music in 1908. 
The Conservatoire de Musigue at Montreal is closely 
modelled after the Paris Conservatoire. It is tuition free, 
and supported by the Provincej it offers a "Prix d 1 Europe" 
(in place of the "Prix de Rome''), which usually means further 
study in Paris. It maintains a branch in the city of 
Quebec, and its curriculum is decidedly French-oriented: 
solfege being a required subject and giving the students "a 
better grounding perhaps than any other method can provide."67 
65Kallman, Ibid. 
66Ibid. 
67Arnold Walter, "Education in Music," Music in Canada, 
~· cit., pp. 139-40. 
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Excluding conservatories which closed for various 
reasons, there were at least 50 in operation throughout the 
Dominion, by the opening of the First World War.68 While 
many of the private schools were forced to cease teaching 
because of financial straits, others were able to continue 
functioning by affiliating with colleges and universities. 
It has been seen how the Toronto Conservatory evolved 
through the decades until it is now the Royal Conservatory of 
Music of Toronto, but it has also been affiliated with 
Trinity College, for examination and degree purposes. 69 
In Hamilton, Ontario, the Hamilton Conservatory of 
Music (1897), which followed an earlier music school begun 
in 1890 by its first director, C. M. L. Harris, was also 
affiliated with the University of Toronto. 
Halifax, Nova Scotia opened an Academy of Music in 
1877, but this was a concert hall, and not an instructional 
institution. However, the Halifax Conservatory of Music 
began operations in 1887 with Charles Henry Porter (1856-
1929), a Connecticut musician who had studied in Leipzig, as 
its first head. This school became affiliated with Dalhousie 
68Kallman, A History££ Music in Canada, ~· ~., 
p. 190. 
69 . Ibid., p. 192. 
University in 1898.7° It has recently joined with the 
Maritime Academy of Music in 19543 under a new name, The 
Maritime Conservatory of Music. 
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Other affiliated institutions which may be mentioned 
are: Albert College in On.tario and Victoria University; the 
London and Brantford Conservatories and the University of 
Western Ontario; ~ Conservatoire National de Musique and the 
Universit6 ~ Montr~al; and Regina College Conservatory of 
Music and the University of Saskatchewan. 
Walter has written on one of the reasons for these 
affiliations when he explains: 
••• that conservatories and music schools find it more 
and more impossible to continue operations on a self-
supporting basis. If they are not endowed {and our tax 
tables are not conducive to large-scale endowments), they 
have no alternative but to seek government assistance; 
and affiliation with a unive7~ity is still the most 
effective means to that end. 
Another reason for affiliation has been the long-
standing practice of cooperation between Canadian music 
schools and the Universities, in the preparation for and 
administering of local examinations throughout the Dominion. 
This is a British characteristic, and in fact did begin in 
1889 with an Associated Board composed of members of both 
the Royal Academy and the Royal College of Music in England. 
7°Ibid., pp. 152-53, 189 and 192. It is worth noting 
that the preferred English term "Academy" for a music school, 
is found rarely in the English-speaking provinces of the 
Dominion. 
7lwalter, ~· cit., p. 143. 
·-
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The system of local- centre examinations means that 
students can be tested periodically not only at the parti -
cular conservatory itself, but in local examination centers 
in the various cities . The conservatory conducts the applied 
and practical subjects tests in the center cities by appoint-
ing qualified resident private teachers, or if not available, 
sending their own staff members . Examination in the 
theoretical subjects are supervised by the local proctor, but 
are graded at the conservatory. This method 11 enabled a pupil 
to obtain a certificate from a recognized institution without 
making a time- consuming and costly trip."72 
The Toronto Conservatory opened centers in the 
important cities from British Columbia to the Maritimes , as 
early as 1898, and the system ' s success can be measured by 
the 35,000 candidates who were tested in 1954 by the Royal 
Conservatory's examining body alone . 73 
In the area of granting degrees, the successful con-
currence of conservatory and university has been highly 
responsible for the mutual affiliations now so widespread in 
Canada . 74 
72Kallman, A History of Music in Canada, ~· cit . , 
pp . 190- 91 . 
73Walter, ~· cit . , p. 142 . 
74Kallman, A History of Music in Canada, ~· cit . , pp . 
191- 2, for a synopsis of some early criticism and action re 
Trinity degrees granted in London . 
A more detailed study of the organization of the 
Royal Conservatory of Music of the University of Toronto 
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reveals some traditional aspects, some which are contemporary 
with higher educational philosophy south of the border, and 
some aspects which are unique, following 11 no known pattern 
of organization~'75 
The Toronto Conservatory of Music, it will be re-
called, began as a private institution in 1886 . It merged 
and absorbed other private music schools until finally it 
became fully affiliated with the University of Toronto in 
1919 . From the very beginning it was a good-sized operation, 
with a faculty of 50 and a student body of 600 in 1887. 
In addition to the usually- found applied and theoretical 
musical subjects, it also offered "orchestral and ensemble 
playing, composition, dramatics , and music history . rr76 
Dr . Augustus s. Vogt's administration, beginning in 
1913, realized continuous growth with an enrollment of 3000 
in 1916, taught by a faculty of 150, these figures including 
the preparatory department . 77 
75walter, ~· cit . , p. 140. 
76 Kallman, A History of Music in Canada, ~· ~. , 
77"The Toronto Conservatory of Music," Grove's 
Dictionary of Music and Musicians, American Supplement , VI, 
(1920) , p. j8"2 . AlsO""Cf . "Toronto Conservatory, 11 The Art of 
Music , IV, (New York: The National Society of Mus~c, !9f5); 
pp . 259- 60 . 
The faculty of 139 professors and instructors is 
almost exclusively British in composition, in striking 
-
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Since the Royal Conservatory's inclusion in the 
University of Toronto, financial assistance has been given 
by the Province of Ontario but not to the extent of being a 
full scholarship school as is the Conservatoire .de Musique 
in Montreal . 78 
Beyond its widespread influence of maintaining eleven 
branches throughout the city of Toronto alone, and its 
system of correspondence courses and local centers for exami -
nations, the Royal Conservatory has been responsible for the 
beginning of the Toronto Symphony Orchestra in 1908, 79 and 
The Royal Conservatory Opera Company is "still intimately 
associated with the Opera School of the Royal Conservatory 
of Toronto . rrBO 
An important reorganization of the Royal Conservatory 
in the fifties established two constituent parts : a "School 
of Music, 11 and the "Faculty of Music . " 
contrast to the faculties of leading conservatories in 
the United States, on whose roll Continental names 
abound, often to the point of a majority. 
78wa 1 ter, .£2_.. cit . 
79Wilfrid Pelletier, "Orchestras, 11 Music in Canada, 
QQ. cit . , p. 66 .. In 1906, The Toronto Conservatory Symphony 
. Tirchestra was firmly established, leading into the Toronto 
Sympho y two years later. 
80
colin Sabiston and Pearl McCarthy, "Opera and Ballet," 
Music in Canada, ~· cit . , p . 94 . Also cf . Walter, ~· cit . , 
p. 141:- -
146 
The "School of Music" is much like the European 
vocational conservatory~ leading to an Associate Diploma~ 
and offering Piano~ Organ, Theory~ Speech Arts~ Voice~ 
Orchestral Instruments, and an Opera School. It also offers 
avocational training, and acts as an important national 
examining body for "Grades I to A.R.C.T."81 
The "Faculty of Music" while linked with the University, 
does depend on private scholarships. For performers and private 
music teachers, there is offered an Artist Diploma~ which 
82 does not have any degree prerequisites. 
The Bachelor of Music degree is possible in two fields~ 
Composition and Music Education. There is also a Licentiate 
Diploma and Bachelor of Arts with Music Honors, which "ful-
fills the function of a music department in a liberal arts 
83 
college." 
The Master of Music degree is available in Composi-
tion~ Theory, Music Education and Musicology. The Doctor of 
Music~ an earned degree in composition, is "extra-mural" 
however. In the fields of composition and theory, the Royal 
Conservatory of the Univers~ of Toronto is unique in Canada 
81
canadian Music Journal, IV 1, (Autumn 1959)~ p. 
77. Also cf. Walter, ~· cit., p. 14o. 
82The two-year course for an Artist's Diploma at the 
New England Conservatory of Music has an accredited bachelor 
degree requirement for admission. 
83walter, ~· cit., p. 140. 
by "offering graduate instruction in Electronic Music • 
with fully equipped electronic studios in the new Edward 
84 Johnson Building. 11 
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The Royal Conservatory, therefore, serves Canadian 
music in the broadest conception possible; it offers instruc-
tion to the amateur, to the professional, and to the scholar 
at the University level. It maintains an active preparatory 
department for students of all ages, with eleven branches in 
Toronto itself. It conducts local-center examinations through-
out the breadth of the huge nation, and is a continuing 
stimulus to all the performing arts in Canada, but especially 
to symphony orchestras, opera, and the ballet. 
While the European influences are easily apparent in 
Canadian music schools such as the Montreal Conservatoire de 
Musigue, and its Parisian counterpart; the British influences 
upon other Canadian music schools, such as the Royal Conserva-
tory of Toronto, have been mixed with other educational 
practices in the United States. 
The British universities leave applied music and the 
preparation for performance to special music schools and 
academies; while concerning themselves exclusively "with the 
provision of historical background, theoretical knowledge, 
and analytical skill. "85 In Canada (and the United States) 
84
canadaan Music Journal, VI, 3, (Spring, 1962), p. 44. 
85walter, ~· cit., p. 143. 
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music education, in the broad meaning, is fully presented, 
in all its areas of training and study. 
Although there is not a complete uniformity at 
present, for the Bachelor of Music degree at Toronto, McGill, 
Montreal University, Laval, and Bishop, are three-year 
courses; those at the maritime universities of Dalhousie, 
Mount Allison, and Acadia, are four- year courses; neverthe-
less : 
••• the distinction between conservatories and univer-
sity faculties proper, tends to disappear. A new entity 
is in the ascendency, the University School of Music, a 
typically North American form of organization, unknown 
in Europe and gge British Isles, but flourishing in the 
United States . 
Canadian conservatories , changing from the original 
concepts in Europe, are therefore not comparable in their new 
functions as schools of music . But the need for conservatories, 
no matter their titles, is stressed by Walter when he writes: 
Music education always starts with professional 
education at the conservatory stage . Rightly or wrongly, 
it is felt that a supply of well trained musicians must 
be safeguarded before the m~sical needs8of the general public can be taken into consideration . 7 
86Ibid. , p . 144. 
87Arnold Walter, 11Music Education on the American 
Continent, 11 Music in Education (Paris: UNESCO, 1955) p. 
67 . 
CHAPTER V 
MUSICAL BACKGROUNDS IN THE BRITISH AMERICAN 
COLONIES AND THE EARLY REPUBLIC 
This chapter will present a brief historical account 
of the musical growth of the original Anglo-American Colonies, 
from the time of the Pilgrims, into the first part of the 
nineteenth century. The various facets of a young social 
complex, while utilitarian of necessity, were gradually 
fostering musical elements, both sacred and secular. The 
creeping westward frontier allowed the more affluent families 
in the cities and on the plantations, to engage music profes-
sors and dancing masters, while several religious communities 
developed a high degree of musical culture. Music in the 
churches, in the theaters, in the army, and in the collegiate 
institutions, among other areas, in turn created a need for 
musical instruments, publishers, concerts, all types of 
performances, and eventually, for special music schools. 
British American Musical Activities 
Music in the settlements of New England is preceded 
by a few records of earlier activities, in other colonies. 
The Huguenots who established themselves, beginning 
in 1562, in several places along the Atlantic seaboard from 
the Carolina Sea Islands southward into Florida, undoubtedly 
sang French Protestant Hymns from the French or Genevan 
1 Psalter. 
The English Psalter, familiar to historians of 
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psalmody as the Old Version of Sternhold and Hopkins, was 
probably used by the crew of Sir Francis Drake, when he 
repaired his vessel, ''The Golden Hind~ near the present San 
Francisco, in the summer of 1579, while circling the earth. 
A later edition by Thomas Est (1592) was brought to Jamestown 
2 
in 1607. 
The Dutch version of the Genevan Psalter which was 
used in New Amsterdam, became the official singing book of 
the Reformed Church, from 1628 . 
The Pilgrims (Saparatists) of Plymouth (1620) and the 
Puritans of the Massachusetts Bay Colony (1628-1630), both had 
restrictive views on music, allowing only the singing of the 
Psalms as proper. 3 
1Leonard Ellinwood, The History of American Church 
Music (New York: Morehouse-uorham Company, 1953), p. 10 . 
The Spaniards under de Aviles drove the French from all the 
settlements in 1565, the same year in which the Spanish 
founded St . Augustine . 
2~. , p. 11 . Also cf . John Tasker Howard, Our 
American Music, 3rd Edition, (New York: Thomas Y. Crowell 
Co . , 1946), p . 3. 
3samuel Eliot Morison, The Intellectual Life of 
Colonial New England (Ithaca, New York: Great Seal Books, 
Cornell University Press, 1960), p. 14. While not enacting 
any laws against music, the Puritans cared little for it . 
151 
The Pilgrims brought the (Henry) Ainsworth Psalter 
(Amsterdam, 1612), and the Puritans in Boston (1630) used 
the (Thomas) Ravenscroft Psalter edition of 1621, of the 
Old Version of Sternhold and Hopkins. 
Because the "New England ministers were good enough 
Hebraists to realize that in many places the metrical versions 
they found in Sternhold and Hopkins were quite inaccurate,"4 
a committee of 30 prepared a new translation which was 
published in 1640, and which became known as the Bay Psalm 
Book, the second book printed in the Colonies. The ninth 
edition of 1698 was the first to include notation, by con-
taining thirteen melodies at the end of the book. 
As the French, Portuguese and Spanish had used music 
in helping to convert the aborigines to Christianity, so also 
did John Eliot (1604-1690), a Puritan missionary called 11The 
Apostle to the Indians, 11 one of the forementioned committee 
of 30, and teacher at the Roxbury Church from 1632. He 
translated the Bible and Psalm verses, into Algonquin 
(1661-3), wrote an Indian Primer (1669), 5 and established a 
series of fourteen communities for the 11 praying-Indians. 11 
The pedagogical device of "deaconing" or 11 lining-out 
the tunes 11 by the Praecentor (which is similar to teaching a 
4 Howard, ~· cit., p. 7. 
5Ellinwood, Q£. cit., p. 12. Cf. Gilbert Chase, 
America's Music from~e-p[lgrims to the Present, p. 60. 
The Moravians published a collectionor-hymns in the Delaware 
Indian language, 1763. 
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rote-song by the part-method in the primary school of today)~ 
was necessary and prevalent in the early churches~ not only 
for the scarcity of printed books~ but because few could read 
6 
musical notation. 
Church congregational singing reached such low levels 
by 1700~ that educated men such as Rev. John Tufts of Newbury~ 
Rev. Thomas Symmes of Bradford~ and Rev. Thomas Walter of 
Roxbury wrote solutions~ and defenses of singing in church. 
Tufts' An Introduction to the Singing of Psalm Tunes~ 
(first edition~ probably 1712~ Boston)~ was the first book on 
music instruction to be printed in the Colonies. The second 
edition~ c. 1721~ offered a method of singing in three · parts~ 
the cantus~ medius and base~ using four basic syllables~ fa~ 
sol~ la~ mi~ whose initials were substituted on the staves 
in place of notes.~ 
Symmes wrote pamphlets against the attacks of ultra-
conservatives who said that the new way of reading music was~ 
among other characteristics~ "Popish~ introductive to instru-
mental music~ not so melodious~ and the names given to the 
8 
notes are bawdy~ yea blasphemous." 
6Louis c. Elson~ The History of American Music (New 
York: The Macmillan Company~ 1964)~ pp. 5-6. 
7Irving Lowens and .Allen P. Britton~ "The Easy 
Instructor (1798-1831)~ A History and Bibliography of the 
First Shape Note Tune Book~ Journal of Research in Music 
Education~ I~ 1~ p. 31. 
8 Howard~ op. cit.~ p. 12. Also Ellinwood~ ~· cit. 
pp . 20-1. 
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Walter's book, entitled Grounds~ Rules of Musick 
Explained: 2£ An Introduction to the Art of Singing £l Note: 
Fitted to the Meanest Capacity, 1721, used diamond-shaped 
notes, with measure lines, and was also for three parts. 9 
Despite the early suspicion of instruments, organs 
were gradually introduced in the Colonies during the eight-
eenth century. There is record of a small organ being used 
by a Swedish Church in Philadelphia in 1703, which had been 
borrowed from a colony of German Pietists. An English 
organ-builder, Christopher Witt, who had joined Kelpius' 
mystic Pietists, probably built the organ purchased in 1728 
10 for Christ Church, also in Philadelphia. 
Thomas Brattle's imported organ (c. 1711) was the first 
of many in Boston and New England, for the battle against the 
religious purists was gradually accelerating to victory by 
11 
the time of the American Revolution. 
9Frederic Louis Ritter, Music in America (New York: 
Charles Scribner's Sons, 1900), pp. 30-15 and 38. Ritter 
believed that the 1698 Bay Psalm Book, and the Tufts and Walter 
books were taken, at least in part, from John Playford's 
English work of 1677, The Whole Book of Psalms, Composed in 
Three Parts. His position is partly supported by Howard, ~· 
cit., p. 13. However, for a complete discussion of the possible 
editions and sources, cf. Irving Lowens, "John Tufts' Introdue-
tion to the Singing of Psalm-Tunes (1721-1744): The First 
American Music Textbook," Journal of Research in Music Educa-
tion, II, 2, pp. 89-102. -- --
10Howard, ~· cit., pp. 17-18. 
11Ellinwood, op. cit., pp. 55-63; wh1ch also includes 
a discussion of earlypealing-bells in the Colonies. Also cf. 
Gilbert Chase, America's Music from the Pilgrims to the Present 
(New York: McGraw Hill Book Co-:-::-1955), p. 13. --
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Pennsylvania of the 18th century paralleled New 
England of the 17th, in the numbers of religious settlements 
which blossomed there. However, as most groups were of 
various sects of Protestant Germans, the attitudes on music 
were relatively positive, in comparison with the New 
Englanders. 
The communistic Ephrata Community, begun by Johann 
Conrad Beissel (1690-1768) published thirty reprints of 
German hymnals up to 1800, and the community ' s Ja cappella 
12 part-singing was of a high quality. 
In Bethlehem, founded in 1741, the music-loving 
Moravians (Unitas Fratrum), immediately established schools 
where instruction in music was gratis. 13 
The first Collegium Musicum in America began here in 
Bethlehem in 1744, with weekly rehearsals of instrumental and 
choral music. A classical instrumentation was available by 
1780, and thetr ombone choirs, using soprano, alto, tenor and 
bass instruments, were widely used in funerals, Love-Feasts, 
12
"Beissel, Johann Conrad, 11 Grove's Dictionary of 
Music and Musicians, American Supplement, VI, p. 7. and-cr. 
Howard;-0p. cit., p. 24; "Good singing in Church was required 
and insisted upon. 11 
13Rufus A. Grider, Historical Notes on Music in Bethle-
hem Pennsylvania, from 1741 to 1871. (Reprint from 1813 Edn) 
(Winston-Salem, Nor~arolina: Moravian Music Foundation, 1957), 
p. 7. These schools were the Female Boarding School, the 
Sisters' House, and the Single-Brethren House. Also cf. p. 8 
11 
••• Nearly all the colonists came from music-loving Germany." 
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and even to greet two separate visits by Generals Washington 
and Sullivan. 14 
The number of religious music publications increased 
as the century advanced, among which should be mentioned 
Thomas Bailey of Newburyport's Tansur (or Tans'ur) collection, 
1755; The Urania collection by James Lyon in Philadelphia, 
1762; Josiah Flagg's Psalm 'llines "in 2, 3, and 4 Parts," 
Boston, 1764 (engraved by Paul Revere); Daniel Bailey of 
Newburyport's two volumes, Grounds and Rules, in 1764, and 
later his "American Harmony," in 1769; and in 1770, came 
William Billing's New England Psalm-Singer, followed by its 
more popular "The Singing-Master's Assistant, in 1778. 
Certainly his hymn ''Chester" with new words appropriate to 
the political milieu, became one of the popular songs of the 
Continental forces. 
In addition to introducing the pitchpipe and 'cello 
into choir use, Billings added his fuging tunes to the 
growing number of these interesting contrapuntal hymns. 15 
14Ibid., pp. 16-20. And cf. Ellinwood, ~· cit., 
p. 36. 
15Ellinwood, ibid., Chapter IV, "FUging Tunes,'' where 
he traces the origin or-the form, and refers (p. 29) to a 
survey by Irving Lowens (in ms.) of 850 fuging tunes published 
between 1761 and 1810. Also cf. J. Murray Barbour, The Church 
Music of William Billings (East Lansing, Michigan: Michigan 
State University Press, 1960), xi. In sacred music, " ••• 
William Billings was the most important composer of the 
pioneer period of American church music, the last third of 
the eighteenth century." Also cf. L.ouis Pichierri, Music in 
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Despite early Catholic refUges in Maryland, little is 
known of their church music. The first Ca tholic hymnal was 
published at Philadelphia in 1787 by John Aitken, with later 
editions in 1791 and 1814. 16 
Just before the new century, a unique teaching device 
was introduced in a work called The Easy Instructor, by 
William Little and William Smith; the Shape-Notes. Four 
basic syllable names were used: fa, sol, la, and mi, as in 
Tufts' method, but in The Easy Instructor, each syllable had 
its peculiar note-head shape. All other features of notation 
in the shape-note system were orthodox. 17 
In 1846, seven differently shaped noteheads were used, 
and the syllables were made consistent with the standard do, 
re, mi, fa, sol, la, ti. 18 This original American system of 
New Hampshire, 1628-1800 (New York: Columbia University Press, 
1960), p. 165. A reaction against these fuging pieces was 
forthcoming, and one of the most severe critics was John 
Hubbard (1759-1810), an instructor at Dartmouth College who 
wrote against the style in his Essays ~Music in 1807. 
16Erwin Esser Nemmers, Twenti Centuries of Catholic 
Church Music, (Milwaukee: Bruce Bub ishing Co., 1949), p. 181. 
The title was: A Compilation of the Litanies and Vesper Hymns 
and Anthems as tney are Sung in the Catholic Cnurch Adapted 
to the Voice or Organ:- - - -
17Lowens and Britton, ~· cit., pp. 31-32. Andrew 
Law (1748-1821), with his Musical Prrmer, 4th Edn. 1803, was 
another important pioneer in using shape-notes. 
18George H. Kyme, "An Experiment in Teaching Children 
to Read Music with Shape Notes, 11 Journal of Research in Music 
Education, VIII, 1, p. 3; which should be-consulted for posi-
tive results of using the shape-note system. 
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notation did not take hold in the urban areas, where most of 
the foreign-trained musicians practiced their profession; but 
it became the foundation of music instruction in the singing-
19 
schools of the South and Southwest. 
In one of Symmes' pamphlets of 1720, he deplored the 
"Singing Schools and Singing Books being laid aside."20 This 
musical institution, the Singing School, has provided instruc-
tion in singing and reading music to generations of Americans 
from the early seventeenth century to the present. 
It took the place of public schoo121 musical instruc-
tion, although it remained private and grew to national 
proportions and influences. Usually the village church or 
local schoolhouse was used for a place of meeting, and the 
h ld i th . 22 sessions were e n e even~ng. The instruction consisted 
l9Ellinwood, op. cit., pp. 104-05. He also reports 
that 16 of these hymnals, all published in the South, with 
shape-note notation, were copyrighted in 1950. For an example 
of one of these gospel song-books, see H. N. Lincoln and J. G. 
Henderson, New Columbian Carols (Purdy, Missouri: Ozark Music 
Co., 1944).~e back cover also advertises--"Keystone--The 
Mason-Pestalozzian method of rudimental teaching." 
20Gilbert Chase, America's Music from the Pilgrims 
to the Present (New York: McGraw-Hill Book co:;-Inc., 1955), 
p:- 28:" 
21samuel Eliot Morison, The Intellectual Life of 
Colonial ~England (Ithaca, New York: Great Sear-Eb@ks, 
Cornell University Press, 1960), pp. 64-72. There were 
schools in New England even before the Massachusetts Act of 
1647. 
22chase, op. cit., pp. 184-85. Also cf. Allyn P. 
Britton 11Music Educat~on: An American Specialty," One Hundred 
Years of Music in America (New York: G. Schirmer, I95l), 
pp. 213-214. 
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of the fundamentals of music related to note-reading by 
using the syllables, and the singing-school was conducted by 
the choirmaster, the school teacher, or by an itinerant 
singing-master. 
Boston had a Singing-School as early as 1717, 23 
and the newspapers of the last half of the eighteenth century 
frequently advertised the opening of new Singing-Schools in 
the larger cities, although the Singing-School became largely 
24 
a rural institution in the nineteenth century. 
Sometimes the Singing-School in a community led to 
the formation of a permanent choir which in turn developed 
into a choral society. Such was the case with the Stoughton 
Musical Society, founded in 1786, which had begun from a 
Singing-School under William Billings in 1774. 25 Its reper-
toire expanded beyond the psalms and fuguing tunes, for the 
Stoughton chorus won a singing-contest over the -challenging 
23Elson, ~· cit., p. 9. However, cf. Britton, 
11Music in Early American Public Education; a Historical 
Critique, rr NSSE, 57th Yearbook, pt. I, . .QQ.. .ill_., p. 202, 
for what may-Eave-seen an earlier singing school in Virginia 
in 1710. 
24 Elson, ibid., p. 13; Chase, ~· cit., p. 184. 
25The Old Stoughton Musical Societt, An Historical 
~ Infor.mat:rve Record of the Oldest chora Society in 
America (Stoughton, Mass.: Stoughton Printing Co., I929), 
p. 22. 
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First Parish Church of Dorchester choir in 1790, by singing 
Handel's "Hallelujah Chorus" from memory. 26 
The repertoire of the various choral societies which 
27 
came into existence with the early growth of the Republic, 
although often formed with the practice and performance of 
sacred music as their raison d'etre, gradually included 
secular music, obviously in the advancement to more complex 
music. 
Concerning secular music, the early puritanical 
dislike of all forms of secular music has been misrepresented, 
according to Gilbert Chase. 28 Not only were many types of 
instruments available, 29 but many of the English ballads were 
known and taught by rote in the New England of 1675 to 
the Revolution. 30 
There are records of a dancing-master being fined3l 
and of restrictions upon dancing itself, 32 but early dancing 
26Edward Bailey Birge, History of Public School Music 
in the United States (Boston: Oliver Ditson Co., 1928), p. 
10.--xlso cf. Elson, ~· cit., pp. 27-8. 
27Henry c. Lahee, ARnals of Music in America (Boston: 
Marshall Jones Co., l922), pp. 295-96. 
28chase, 
.£E.· cit., pp • 6, and 9-13. 
29~., pp. 9 and 13. 
30ibid., p. 15. 
3lElson, £E.• cit., p. 8. 
32chase, £E.• cit., pp. 10-11. 
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instruction existed in 1710 and 1728 in Philadelphia, 33 and 
in 1716 in Boston . 34 
The first secular music to arrive from England was 
probably Playford 1 s Dancing Master, first published in 1650, 
and which by 1728 comprised over 900 dance-tunes for the 
violin, with directions to the dancers, in three volumes . 35 
Dancing was a popular diversion in all of the Colonies in the 
decades before the Revolutionary War, and it became the custom 
for a dance to be held after a concert performance, with the 
instrumental performers supplying the music . 36 
Country dances, reels, jigs, and quadrilles were 
popular in most of the mid-Atlantic and Southern Colonies. 
The formal dances of Washington 1 s time were minuets, gavottes, 
and less frequently sarabandes and allemandes. These forms 
were used by the contemporary European composers in their 
suites and sonatas, which were being heard in greater fre-
quency in American concerts . 37 
33Howard, ~· cit., p. 27 . 
34 Chase, ~· cit . , p. 13. 
35William Arms Fisher, The Music That Washington Knew 
(Boston: Oliver Ditson Co . , Inc . , 1931), p. xx~ . ----
36Ritter, ~· cit . , p . 114. 
37John Tasker Howard, The Music of George Washington's 
Time (Washington : U. s. George Washington Bicentennial 
Commission, 1931), pp . 17- 18. 
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Early concerts were recorded in Boston, in 1731, "on 
sundry instruments;"38 in Charleston, South Carolina, 1732, 
39 
''for the benefit of Mr . Salter;" in New York City, 1736 by 
Karl Theodor Pachelbel, who played harpsichord, 
Violins, and German Flutes by private hands; ,Ao 
41 
Charleston, 1737, by the same Mr. Pachelbel . 
"the songs, 
and again in 
Boston opened its first concert hall in 1754, 42 and 
New York City heard a concert of vocal and instrumental music 
by William Cobham and William Tuckey, in 1755 . 43 This same 
William Tuckey {1708- 1781) organized and conducted the first 
performance of Messiah in America, in 1770, 44 also in New York. 
John Palma offered two concerts in Philadelphia in 
1757, 45 while Charleston was entertained by "gentlemen" in 
38lbid. , p. 9. Also cf . Howard, Our American Music, 
~· cit . , p . 22 . 
39Lahee, ~· cit . , p. 4 . 
4oHoward, ~· cit . , p. 31 . 
41chase, ~· cit . , p . 109 . He was the son of the 
famous German composer and organist Johann Pachelbel, 1653-1706 . 
42 Lahee, £E.• cit . , p . 9 . 
43Howard, op . cit . , p. 35 . 
44
rbid., p. 34; this performance included the over-
ture and sixteen other numbers . 
45Howard, The Music of George Wa shington's Time, ~· 
cit . , p. 9; one of tnese concerts may have been attenaea by 
washington . 
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46 
concert in 1760 . This same year saw New York's first 
subscription series of concerts, under William Hulett and 
Alexander Dienval , which continued until 1767 . In 1765, Hulett 
also organized New York's first outdoor summer concerts . 47 
Two French Horns and Harpsichord were featured in the Boston 
concert of 1761, 48 and in the following year, the St . 
Cecilia Society of Charleston was founded, which lasted until 
1912, and was considered the first musical society in America . 49 
Josiah Flagg (1738- 1794) , who had been previously mentioned 
for A Collection of the ~ Psalm Tunes, was one of the first 
Americans to offer secular concerts . His Boston concert of 
1769 included four voices (probably parts) and "to conclude 
with the British Grenadiers,rr50 while another of 1771, of 
vocal and instrumental music, used the Band of the 64th 
Regiment . 51 
This regiment was again used by William Selbey (1738-
1798) and W. s. Morgan in 1773, along with violin solos, 
46chase, op . cit . , p. 84 . These were amateurs, for 
musicians were notcons~dered gentlemen . 
47Howard, Our American Music, ~· cit . , p. 32 . 
48 
Elson, ~· cit . , p. 42 . 
49Howard, ~· cit . , p. 30. High fees were paid profes-
sional mu8icians . ---
5 Elson, ~· cit . , p . 23 . 
51 Howard, ~· cit . , p . 64 . 
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choral works, and an organ concerto, 52 in a Boston concert. 
Although the pace of musical activities in the 
Colonies was held back somewhat during hostilities, it was 
to resume at a greater speed following the Treaty of Paris. 
Selbey 1 s predilection for extensive programs resulted in his 
most successful musical undertaking, a concert of sacred 
music given at King's Chapel, in January, 1786, for prison 
relief. The program listed selections from Handel's Messiah, 
and Sampson oratorios, Handel's Second "Organ Concert," a 
"4th Concerto of Amizon" probably by Selbey himself, and 
lastly, "the musical Band will perform a favourite Overture 
by Mr. Bach, " (The London Bach). 53 
The success of Selbey's Boston concert spurred Andrew 
Adgate (d. 1793) in Philadelphia to mount a mammoth "Grand 
Concert of Sacred Music" for the benefit of the Philadelphia 
Hospital, the Philadelphia Dispensary and the Poor,54 the 
follow~ng May. 1000 ticket-holders saw a chorus of 230 voices 
and an orchestra of 50 players give a long concert, which 
opened with an overture by Martini, and included the popular 
Hallelujah chorus, a flute concerto, a violin concerto, and 
52Howard, ~· cit., pp. 65-67. Selbey, who was 
organist at King's-chapel, composed several concertos for 
the organ. 
53Ritter, ~· cit., pp. 114-115. 
54 Howard, ~· cit . , p. 105. 
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hymns by the American composers, Lyon, TUckey and Billings . 55 
The refinement of the musical taste in the young 
Republic is evidenced by the following list of composers whose 
music was heard in a subscription series of concerts in 
Philadelphia of 1792, then the nation's capital: Haydn, 
J . Ch. Bach, Pleyel, Reinagle, Stamitz, Gr6try, Boccherini, 
56 Martini and Handel . Colonial Williamsburg, when it was the 
capital of Virginia, also knew music of some of the best 
composers, including : Corelli, Galuppi, Vivaldi, Boccherini, 
J . Ch. Bach, Handel, Hasse, Stamitz, Rameau et al . 57 The 
Moravians in Pennsylvania were familiar with the music of 
many of the contemporary German composers, for manuscript 
copies of works by c. F. Abel, J . Ch . Bach, Stamitz, Haydn 
and Mozart have been found . It is possible that the American 
premieres of the Creation and The Seasons were given in 
Bethlehem. 58 
55William Arms Fisher, Music Festivals in the United 
States (Boston: The American Choral and FestivaT A!Tiance, 
Inc ., 1934), pp . 17- 18. Tuckey was English born; he came to 
America in 1753. James Lyon (1735- 1794) was known for the 
first important hymnal after those of Tufts and Walter entitled 
Urania, and published in 1762 at Philadelphia . 
56Howard, The Music of George Washington's Time, ~· 
cit . , pp . 10-11 . --- --
57 Chase, ~· cit . , p . 85 . 
58rbid . , p . 60, and Howard, Our American Music, ~· 
cit., p. 2a:--
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The first use of an orchestra in the American 
performance of an opera was with The Beggar's Opera, produced 
by the Kean and Murray Company in 1752, upon the opening of 
a new theatre in Upper Marlborough, Maryland. 59 
Sonneck referred to a February, 1735 performance of 
the 11 opera of 1 Flora, or Hob in the Well 111 at Charleston, 
South Carolina, as the first in the United States; although 
he suspected that ballad-operas were probably performed in 
New York City beginning in 1732. 60 
This same opera, Flora, was one of seven performed at 
the Nassau Street Theatre in New York City by Kean and Murray 
in 1750 and in 1751. 61 The same repertory of plays and 
operas with songs and musical entertainments entr'acte, was 
done by the Hallam London Company of Comedians, who opened 
at Williamsburg in 1752, and in New York in the following 
62 year. 
Opera, in its American beginnings, was closely 
related to the existing theatre, or the legitimate stage of 
those days. Because of this, it too suffered slower-than-
usual progress because of the many restrictions and laws 
59Howard, op. cit., p. 31. 
60 0. G. Sonneck, Early Opera in America (New York: 
G. Schirmer, 1915), p. 12. 
61Ibid. , p. 15. 
62
rbid., pp. 19-22. This group later became The 
American Company, and then The Old American Company. 
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which prohibited acting by "the idle persons and strollers 
••• in the character of players . 1163 New York, Philadelphia 
and especially Boston, had stringent anti-theatre laws, 64 
65 
which, accompanied by occasional rioting, discouraged a 
faster growth . 
These laws were circumvented in many ways, such as 
66 by referring to performances as "moral dialogues," but 
theatre and its companion, opera, both entirely English in 
content , found support in the Colonies, if at times precarious . 
The first American ballad- opera almost succeeded in 
arriving, when The Disappointment was rehearsed but not per-
formed in Philadelphia, April of 1767 . 67 
The hostilities caused many theatres to cease opera-
tions, and in effect, restrained the various groups from 
performing . An exception was the staging of many plays, 
masques and ballad- operas by the British officers and their 
ladies, mostly in New York City . 68 
63Ibid . , p. 28 . 
64Howard, ~· cit . , pp . 24- 27 . 
65 Sonneck, op . cit . , pp . 32- 3 . 
66Ibid . , p. 31. David Douglass took his "Wandering 
Theatre" iri"t"C)Newport and Providence in 1761 and 1762. 
67Ibid . , pp . 38-9 . Andrew Barton, the pen- name of 
the librettiSt, remains unknown . The composer of this opera 
is also unknown . 
68Ibid., pp . 62-3 . 
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After the Revolution, opera performances became more 
frequent, with French and Italian operas added to the pro-
grams, along with the new American works. In the decade 
1790-1800, the following works were mounted in Baltimore, 
Charleston, Boston, New Orleans, New York City and Philadelphia 
among others: I' Gretry's Richard Coeur de Lion, La Fausse Magie, 
and Zemire et Azor; Rousseau's Pygmalion and Devin du Village; 
Monsigny's Deserteur; Paisiello's The Barber of Seville, et. 
al.69 
Excluding Francis Hopkinson's "oratorical entertain-
ment11 The Temple E.£ Minerva, of 1781, which could be considered 
as much an opera as other contemporary works going by that 
name, 70 these early American operas demonstrated the capabili-
ties of native attempts at the larger forms: James Hewitt's 
(1770-1827) Tammany, produced in New York in 1794;71 Victor 
Pelissier's Edwina and Angelina {on Goldsmith), 1796; Benjamin 
Carr's (1768-1831) The Archers; ~Mountaineers of Switzerland, 
also done in New York in 1796; and Alexander Reinagle's 
(1756-1809) Columbus; or the Diseevery of America, and 
6~ahee, ~· cit., pp. 11-12. Also cf. Sonneck, ~· 
cit., foldout chart B, following p. 90. Some of the French 
operas were done in English. 
7°Howard, ~· cit., p. 40. Also cf. Chase, ~· cit., 
p. 101. 
71chase, ~· cit., pp. 120-21. Also see Sonneck, ~· 
cit., pp. 97-98 for comments on this political work; music 
nas been lost. 
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Pizarro, written with Raynor Taylor (1747- 1825).72 
Although Hopkinson was the only native- born composer 
of these operatic writers, there were other American musical 
works created during and after the "Great Rebellion" which 
should be mentioned to show this aspect of American music . 
Francis Hopkinson (1737- 1791), who had written six 
songs in 1759, among which 11May Days Hath Been So Wondrous 
Free" has been considered the first secular song composed by 
an American, wrote "The Toast , " a drinking song, to George 
Washington, in 1778 . 73 Ten years later, he wrote and dedi cated 
74 
eight more songs to Washington. 
Al ng with the Americanized "Yankee Doodle," Billings' 
"Chester" had been a favorite of the Colonial troops, while 
early songs such as John Dickinson ' s "Liberty Song" (1768) 
on the music of William Boyce' s "Hearts of Oak," and the 
anonymous "The Old Woman Taught Wisdom,rr "The Taxed Tea 11 and 
"The Blasted Herb,"75 guaged the feelings of the Yankees . 
72 Howard, ~· cit . , p. 90 . Hewitt also composed 
music for Pizarro . 
73Music from the Days of George Washington (Washing-
ton: George Washingt~icentennial Commission, 1931), p. 4, 
for the music . 
74chase, op . cit . , p. 102. And cr . Howard, The Music 
of George Washington's Time, op . cit . , p . 50 . Also,-rr0pk1nson 1 s 
son Joseph was known for the wordsto "Hail Columbia," set to 
the music of the "President 1 s March~' c . 1793, probably by 
Philip Phile . 
75Howard, Ibid . , pp. 23-24. 
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Following the war, much patriotic music was published, 
with the most popular being several marches to Washington, 
one of which may have been dated in 1784, and another which 
was known as "Washington's March at the Battle of Trenton . n76 
Alexander Reinagle v1rote a "Federal March 11 in 1788 which 
celebrated the ratification of the national Constitution by 
the first ten states . 77 In 1789, there was an "Ode for 
American Independence" by Horatio Ga·r net, and also an "Ode 
to Columbia ' s Favorite Son," by Oliver Holden (1765- 1844), 
a composer known for The American Harmony, The Union Harmony, 
and other hymnals . 78 
The nation ' s second president was remembered in two 
songs of the troubled period with France just before the close 
of the century : "Adams and Liberty," with words by Robert 
Treat Paine, the music being that of "To Anacreon in Heaven,n 
the nation ' s official national anthem; and "Adams and 
Washington, 11 by Peter A. Van Hagen, Jr . , of the important 
Dutch musical family . 79 One of the most interesting pieces 
of American patriotic music was James Hewitt 1 s ''The Battle 
76 Ibid . , pp . 39- 46 . 
77Ibid . , p. 47 . 
78chase, op . cit . , pp . 135- 36 . The well known hymn 
"Coronation" was Holden 1s, while his "Concord" was included 
in the 1936 edition of The Sacred Harp . 
79Howard, Our American Music, op . cit . , p . 75 . 
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of Trenton , 11 1797, a typical battle piece of the period, 
which used "Washington ' s March at the Battle of Trenton," as 
well as "Yankee Doodle," and an 11Attack" subject very 
reminiscent of a theme from the first movement of Haydn's 
"Military Symphony . "80 
In spite of the frequent references to bands in the 
eighteenth century .American musical sources, these "bands" 
of the Continental forces , at least, were fife and drum 
corps . The bugle was not used, for all calls and military 
. 81 
orders were given on the drum. 
The only bands, in the real meaning of the term, were 
the regimental bands of the British forces, which also were 
seen to have been very important in Canada . Josiah Flagg, 
the psalmodist, used the British 64th Regimental Band in at 
least one of his Boston concerts , and he organized his own 
band, in 1773, but little is known of its activities or its 
80 rbid., p. 88 . Also cf . Music from the Days of 
George WasEIOgton, ~· cit . , pp . 8- 21, which is an abridged 
version of "A Favorite Historical Military Sonata Dedicated 
to George Washington . 11 
81Howard, The Music of George Washington ' s Time, ~· 
cit . , pp . 20-21. Also see JOhn Clement Fitzpatrick, George 
washington Himself (Indianapolis : The Bobbs-Merrill Company, 
1933), p . 123 . 
~The army knew that he (Washington) liked music and 
this knowledge carried Procter's artillery band (it was 
nothing but a drum and fife corps) tramping through the 
ice and snow of that dreary winter of 1778, in Valley 
Forge, to serenade their General on his birthday. 
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instrumentation,82 for in this early period, the word "band" 
was sometimes used to describe an orchestra. 
Although marches were popular, e.g. the several 
Washington marches, already discussed, 11General Burgoyne's 
March, 11 "Brandywine Quickstep," and "Successful Campaign, 11 
the first definite organization which may be called a band, 
was mentioned in a Marine camp concert, near Washington in 
1800. This little group comprised one drum and one bassoon, 
and two each of oboes (hautboys), clarinets, and French horns. 83 
The shortage of tra~ned musicians was felt everywhere 
in the new republic, but the dearth of wind players must have 
been acutely serious in the Navy. In carrying out an order 
to organize a band for the Marines, which had been signed 
by President Jefferson, the Frigate Chesapeake recruited 
fourteen Italian musicians in Sicily under one Gaetano 
Caruso, and delivered them to the Washington Navy Yard on 
September 19, 1805. 84 
82
william Carter White, "Military Music in America, 11 
Who is Who in Music (Chicago: Lee Stern Press, 1940), p. 
505.--Also C:r. for the earliest legal record of organizing 
a band, (Massachusetts, 1792). 
83 Peter Buys, "Bands in the United States," Who is 
Who in Music, op. cit., p. 559. The first 11band of musiC"" 
wasOfficially organized by Congressional Act at the United 
States Military Academy in 1821. Also cf. Elson, ~· cit. 
p. 42, footnote. ---
84Giovanni Ermenegildo Schiavo, Italian-American 
History (New York: Vigo Press, 1947), p. 149. 
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Early College Musical Activities 
Although this method of finding talent was probably 
necessary, it is a fact that the early colleges of the nation 
did have musical organizations and some instruction, usually 
outside the regular curriculum. In one of Thomas Symmes' 
essays published in 1723, and entitled Utile Dulci, he referred 
to the reading of music by notation as having been taught, 
intermittently, at Harvard from it·s first years (1636): 
This you call a New-Way, was study 1 d, known and 
approv 1d of in our College, from the very foundation of 
it; (and tho' for some years of later times it was 
unhappily neglected, yet (blessed be God) it is again 
revived, and I hope8will be every continued in that School of Prophets& ~ 
An early Harvard student song of 1760 and an anthem, 
composed and sung by the students for Governor Hutchinson 
in 1771, 86 showed that music, although extracurricular, 87 
was practiced. While the entrance class at Harvard each 
year was averaging sixty young men, in the first part of the 
nineteenth century, a small instrumental group called the 
Pierian Sodality was founded in March 1808. The activities 
85 Ritter, ~· cit., p. 16. Also cf. Ellinwood, op. 
cit., p. 19. Symmes signed his pamphlets 11 Philomusicus • .,-
86walter Raymond Spalding, Music at Harvard (New York: 
Howard-McCann, Inc., 1935), pp. 35-36. 
87Morison, £R• cit., p. 42. The curriculum at Harvard 
during the Colonial period consisted of the Three Philoso-
phies, Languages, Ancient History, and six of the seven 
traditional liberal arts--music was omitted. 
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of this society led directly into the formation of the 
Harvard Musical Association of 1837. This began as an alumni 
movement to have music recognized at Harvard "as something 
which sooner or later must hold its place in every liberal 
system of education."88 
In 1818, the Pierians contributed with another student 
music group, the .Arionics, to purchase a "bass viol," and the 
following year, combined with the Anacreontics to "serenade 
President Kirkland."89 The minutes of April 29, 1834 record 
singing by the Pierian Glee Club . 90 These beginnings, all 
student inspired, were to result in an instructor in music 
being initiated in 1856, and John Knowles Paine became the 
first full professor of music at Harvard, in 1875, with his 
music course recognized as a subject in the "regular 
curriculum. "91 
Music in some of the other existing colleges is 
sporadically mentioned into the beginning of the nineteenth 
88 Ritter, op. cit., p. 248. 
cit., p. 53. The Pier~ans had begun 
professorship in music at Harvard in 
89spalding, ibid. , pp. 51-52. 
Also cf. Spalding, ~· 
to campaign for a 
1832. 
90ibid., p. 54. Also cf. "Music at Harvard College," 
a student Tetter signed by N. H. Dole, in The Vox Humana, II 
3, June 2, 1873, a monthly published at Cambridgeport, Massa-
chusetts, p. 4; "In 1839, it was a luxury to belong to the 
Sodality, the admission fee being $13.00. 11 
9lElson, ~· cit., p. 353. 
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century. Sonneck wrote that Hopkinson probably supplied the 
"additional music" for a performance of Arne's "Masque of 
Alfred" in Pennsylvania ' s College Hall in 1757. 92 The 
Orpheus Club, "the first avowedly musical organization in 
America" existed in 1759 . 93 For a decade, beginning in 1792, 
Dartmouth had an active Musical Society. 94 However, the 
students were prohibited from "holding public entertainments, rr 
probably in the town of Hanover, as being "detrimental to 
their morals,'' under threat of a five-dollar fine . 95 The 
Handel Society developed from the earlier group, and was to 
cultivate a high musical taste in the college community from 
its beginning until 1888, when it ceased activities . 96 
Yale also had a Musical Society, existing c. 1786, 
later a Cecilia Society, and a Beethoven Society in 1812.97 
Both Dartmouth and Brown (then called the College of Rhode 
Island), heard lectures on music and the fine arts late in the 
eighteenth century,98 Princeton (until 1896, known as the 
92
sonneck, Early Opera in America, ~· cit., p. 28 . 
93Lahee, ~· cit . , p. 9 . 
94Edmund V. Jeffers, Music for the General College 
Student (New York : King's Crown Press, 1944), p . 5 . 
95Leon Burr Richardson, History of Dartmouth College 
(Hanover, N.H. : Dartmouth College Publications, 1932), 2 Vols . , 
p. 272 . 
96Lahee, Ibid . , p . 10, gives the date of organization 
of the Handel Society of Dartmouth College as "1780,(c) . 11 
97Jeffers, ~· cit . 
98Ibid . , p. 4. 
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College of New Jersey)., heard an 11 0de 11 set to music at the 
1759 Commencement by James Lyon, the composer, who was then 
an undergraduate.99 
Princeton students received singing instruction in 
1783 and they developed an orchestra in the 1790's. 100 
Colonial college music then, contributed in many 
areas to the general musical awakening in America. Many of 
the embryonic student institutions became accepted officially 
into college life, howbeit extracurricular, 101 while the 
performing groups were frequently composed of college and 
community musicians. As part of the intellectual growth of 
the established colonies, the need for things musical was 
also expanding to include native achievements. 
Instruments and Publishers 
Further indications of a widening culture may be noted 
in the use and manufacture of musical instruments. The first 
organ, planned for two manuals and 1200 pipes was constructed 
by Edward Bromfield, Jr., in Boston, but it was not completed 
99Howard, Our American Music, ~· cit., p. 45. 
100T. J. Wertenbaker, Princeton, 1746-1896 (Princeton, 
New Jersey: Princeton University Press, 1946), p. 198. 
lOlcf. Willis J. Wager and Earl J. McGrath, Liberal 
Education and Music (New York: Teachers College, Columbia 
University;-published for the Institute of Higher Education, 
1962), pp. 23 and 26. 
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by his death in 1746.1°2 The first "very curious Spinnet 11 
of native make was by John Harris, of Boston, in 1769, 103 
and one John Behrent of Philadelphia probably made the first 
American pianofortes, 11being the nature of a Harpsichord, 
with hammers and several changes,"104 in 1774 and 1775. 
Also in Philadelphia, Charles Albrecht made copies of 
English pianos. 105 That the American piano industry grew 
rapidly is readily apparent from the following statistics: 
Boston had 27 pianos in 1790, and all were English-made, but 
by 1829, 717 pianos had been constructed in Boston alone, while 
New York City had built Boo, and Philadelphia added another 
900. 106 Such figures make it possible to comprehend 
modifications and new ideas which resulted in such inventions 
102Ellinwood, ~· cit., p. 56. The organ was stored 
in the Old South Churc~ bur-later kept in a shop hidden from 
both the British and the Americans, where a fire destroyed it. 
The lead pipes of the Snetzler organ in Christ Church, 
Cambridge, had been melted for bullets and used at Bunker 
Hill by the Americans (Ibid., pp. 57-8); and upon evacuating 
Charleston, South Carolina in 1782, the British hauled a 
peal of eight bells from St. Michael's back to England. The 
subsequent history of this set is fascinating, (Ibid., p. 62.) 
103 Elson, ~· cit., pp. 52-3. Also Cf. J. c. Fitz-
patrick, ~· cit., p. 122, where Washington, who was guardian 
of the two Custis children, had written to London in 1759 to 
order a 11Very good Spinit" and "send a good assortment of 
strings with it. rr 
104Elson, Ibid. 
105 H. Earle Johnson, Musical Interludes in Boston, 
1795-1830 (New York: Columbia University Press,-r943), p. 266. 
lo6Ibid., pp. 261-269. 
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as Hawkins• upright piano with its own action in 1800, and 
Babcock 1 s iron frame in 1825 . 107 
As musical instruments were imported and manufactured 
in increasing numbers, the need for published music which 
could be relatively quickly secured, proportionately grew . 
The Von Hagens in Boston became the first important pub-
lishers of sheet music, especially patriotic, in that town, 
from 1797 to 1802 . 108 Gottlieb Graupner published many works 
throughout his career in Boston, which included the music of 
Auber, Bach, Clementi, Dussek, Gluck, Gretry, Handel, Haydn, 
Krietzer (Kreutzer), Monsigny, Mozart, Pleyel, Rossini, 
Stamitz, Steibelt, Vogler and vonWeber of the better known 
European composers . American composers, including immigrants, 
were represented by Carr, Hewitt, Holden, Reinagle, Mallet, 
and Graupner himself . l09 
Graupner also published: a piano method book which 
enjoyed several editions, and method books for the clarinet 
107Ibid. , pp . 266 and 277 . The first valve trumpet 
was made in~ United States by Nathan ~dams, Bandmaster of 
the U. S. F. Constitution, in 1825, and can be seen on board in 
Boston Harbor. Also see Christine Merrick Ayars, Contribu-
tions to the Art of Music in America by the Music Industries 
of Boston;-l6~to-1936 {New York : H:-w. Wilson Company, 1937), 
p . 302, for--aGescription of his "Permutation Trumpet," and of 
a keyed Bugle, also made by Adams in 1825 . 
108 . Ibid., p. 226 . 
109Ibid . , pp. 330-337, where over 500 works are known 
to have been published by Graupner•s firm alone . 
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and Ger.man Flute, secular vocal collections, a hymnal, and 
a "Musical Magazine" containing three volumes of music, which 
were sold by the volume, "or all may be had singly . "110 In 
1801, Graupner and his partners attempted to start a circu-
lating library of music to be used by the subscribers only, 
111 but the plan evidently did not succeed. 
H. w. Pilkington, an English flute player known to 
have been in Boston in 1811, published A Musical Dictionary 
the following year, with the prefatory remark: "The author 
is happy ••• to present the American public with a clear and 
copious Vocabulary of Music . 11112 
In Philadelphia, H. B. Victor published his own 
violin method, the Compleat Instructor, in 1778, which was to 
be followed by books for the flute, guitar, and harpsichord . 113 
Other publishers before 1880 were: John Aitken, Thomas Dobson, 
110Ibid. , p . 334 . 
---:-
111Ibid . , p . 23 . James Hewitt also tried a similar 
plan in Boston in 1812, with similar results . 
112H. w. Pilkington, A Musical .Dictionary (Boston : 
Watson and Bangs, 1812), p. iv . This little 84 page volume, 
a copy of which may be seen in the Boston Public Library, is 
an abridged edition of an English work by Busby and Arnold, 
first published in 1786 . English works and music were 
sometimes plagiarized in America . Cf . E. Earle Johnson, ~· 
cit . , p. 232 . 
ll3Maurer Maurer, "The ' Professor of Musick' in 
Colonial America," The Musical Quarterly, XXXVI, 4, (1950), 
p. 520 . ---
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and Alexander Reinagle1 all in Philadelphia; George Gilfert 
in New York1 and Joseph Carr in Baltimore . 114 
All of these American musical proceedings1 both 
sacred and secular1 which included singing1 dancing1 perform-
ing1 manufacturing1 printing and publishing1 forming of 
musical societies of all types1 opera and oratorio1 march and 
minuet1 for pleasure or for charitable purpose1 built a 
pyramid of culture which required1 in turn1 for a continuing 
foundation1 teachers and institutions where musical instruc-
tion would be imparted. 
Early Music Teaching Institutions 
Johannes Kelpius 1 Pennsylvania group of Pietists had 
organized a school to teach children music in the first year 
of their arrival in 1694 at Wissahickon. 115 In the next 
century1 there were many individuals who established them-
selves in a community or toured an entire area as music 
professors . Sometimes their studios were advertised as 
music schools or music academies, in which cases it remains 
difficult to sort the real schools from the one-man fronts . 
An excellent profile of the Musick Professor has been drawn 
ll4"Music Publishers1 11 Harvard Dictionary of Music1 
p . 616 . Also cf . Johnson1 op . cit . 1 footnote on p:-2261 who 
lists Charles Gilfert1 from-r79~and John Paff1 from 1798 
as the principal publishers in New York City. 
115Britton1 ~· cit . 1 p . 198. 
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by Maurer, to which reference is made by the present writer. 116 
The Singing Schools which were previously mentioned 
in connection with the various hymnals or tune- books, were 
the only music educational institutions in some areas, for 
many decades . However, they were limited in their scope, 
their main concern being hymnody, and they were also limited 
in their continuity, for they usually lasted for one or two 
months, with the classes meeting once or twice a week. 117 
Dancing schools apparently grew from a real need, 
even in New England, this subject area being outside the 
scope of the common schools . Dancing, music, "and other 
118 polite accomplishments" were within the domain of the 
private schools . 
In keeping with English traditions, the Episcopal 
churches in America established choirboy schools in several 
of the cities during the eighteenth century. Trinity Church 
in New York City founded a Charity School as early as 1709, 
in which the boys received their training in the secular 
subjects in a rented room, but their religious instruction, 
116Maurer, ~· cit . , pp . 511-524. 
117Britton, ~· cit . , p. 201 . 
ll8Morison, ~· cit . , p. 78 . Also Maurer, ~· cit ., 
p. 522, who writes of a "Boston church organist who opened a 
dancing school in 1714, and later kept a boarding school 
where young ladies learned music , dancing, and needlework," 
probably Edward Enstone . Also Cf . Spalding, op . cit . , pp . 
301- 303 for a list of music teachers in Boston during the 
eighteenth century. 
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including singing, was given in the porch of the church 
itself. 119 This was surely an early, literal example of the 
"separation of church and state" principle. William Tuckey, 
seen earlier as a composer of hymns, concert artists and 
conductor of the Messiah, came to New York in 1753 where he 
was appointed as parish clerk at Trinity Church. He had 
been "vicar, or superintendent of singing"120 at the Cathedral 
Church of Bristol, England, therefore it was not surprising 
that he was able to develop a choir of 56 voices from the 
Charity School pupils within a year. 121 
On December 27, 1759, Philadelphia heard a concert 
by David Douglass given to raise funds to purchase an organ 
for the College Hall and for "instructing the Charity 
Children in Psalmody . " Francis Hopkinson., whose "Prologue in 
Praise of Music" opened the affair, 122 was himself a teacher 
of music to the children of Christ Church in Philadelphia, in 
1764. 123 James Bremner (d . 1780) Hopkinson's teacher, opened 
ll9Ellinwood, op . cit ., p . 42 . Under the first parish 
clerk, William Huddlestone;-there were 48 boys in the group . 
120w. s. B. Mathews , A Hundred Years of Music in 
America (Chicago : G. L. Howe; 1889), p. 21. --
121Howard, Our American Music, op . cit . , p . 34 . , and 
Ellinwood, ~· cit .;!P. 51 . The churchlhad-e.8tablished this 
charity School in 1739 . 
p . 28. 
122o. G. Sonneck, Early Operas in America, op . cit . , 
123Ellinwood, op . cit ., p . 48. 
182 
a music school in 1763, 124 and two years later, he too gave 
a benefit performance for the Charity School. 125 
While these benefit concerts were organized to raise 
funds for a certain type of music school which was affiliated 
with a church, the students themselves were not exploited on 
the public stage. However, in their own province, they were 
often excellent musical groups, displaying first-rate training 
and musicianship. Ellinwood has written of the fine musical 
establishment at St. Michael's Church in Charleston, South 
Carolina at the end of the century. Both the pastor and the 
organist had been trained in the English Cathedral tradition, 
and the choir, composed of the boys of the municipal orphanage, 
which had been started in 1791, was second to none in the 
126 
nation, for several decades. 
A conservatory of Music had been planned for New York 
City by Nicolas Biferi, a harpsichord player from Naples. 
The school was opened, in 1774, with a staff consisting of 
Biferi, Pietro Sodi, a dancing teacher, and Joseph Cozani, 
a teacher of languages. These three Italians offered vocal 
and instrumental music, dancing, and French and Italian. The 
desired goal of twelve students was not realized and the 
124Grove's Dictionary of Music and Musicians, American 
Supplement, VI, 1920, p. 7. 
125M •t aurer, ~· ~· 
126Ellinwood, ~· cit ., p. 43. 
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institution remained a premature plan of a type of music 
school which would blossom ubiquitously throughout the nation 
in the next century. 127 
Andrew Adgate, the Philadelphia concert organizer, 
opened an Institution for the Encouragement of Church Music, 
followed by the Free School for Spreading the Knowledge of 
Vocal music in 1785, which became the Urania Academy in 
1787. 128 The Uranian Society, under Adgate•s leadership, 
performed many concerts until his death in 1793. The 
Uranian Academy continued operating until about the turn of 
the century. 129 
Summary 
In music, as in other matters, America was the 
immature offspring of its parent, Europe. In general 
matters of taste and style, England and France were the 
exemplary arbiters, from powdered wigs to gavottes, and from 
English snuff to French operas. 
127schiavo, op. cit., pp. 27-8. 
128Howard, Our American Music, ~· cit., pp. 105-106. 
Grove's Dictionary of Music and Musicians, American Sultlement, 
VI, 1920, p. 394, wErch states-that there were 300 pup s in 
1787, with Adgate listed as president, and Francis Hopkinson, 
as one of the trustees. 
129Ibid., ~· 110. Also cf. p. 386, for Adgate used 
the words "soc~ety' and "academy" interchangeably, viz. in 
his tune-book titles: Lessons for the Uranian Society, 
Uranian Instructions, 1786-87. ------
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In matters of music, Italy also influenced the new 
society, not only by being represented with musical works 
of Martini, Rossini, and Paisiello, among others, but by the 
fame of its musical schools. After Burney's travels in most 
of Europe, it was significant that he had wished to establish 
an English music school in 1774, which would have been 
fashioned after the conservatories of Italy. This was under-
standable, for prior to the Paris Conservatoire of 1795, the 
influential music schools of Europe were those in Italy. 
Biferi's conservatory, (the word was of Italian origin), also 
in 1774, cannot be called the prototype of conservatories in 
America, because it did not materialize. But in that i t 
offered more than singing and fencing, as many of the music-
masters taught, it approached the broader curriculum of the 
nineteenth century conservatories which were to develop in 
the United States . 
Music in America would not come of age until there were 
adequate music institutional facilities on this side of the 
Atlantic . The phenomenal growth of the United States in 
the nineteenth century was to make possible the establishment 
of these schools of music . 
CHAPTER VI 
CONSERVATORY ANTECEDENTS BEFORD THE CIVIL WAR 
In the first two-thirds of the nineteenth century, 
the musical life of the United States gradually shifted from 
the influences of England, France and Italy, to a position 
where Germanic musical culture became of paramount impor-
tance, especially in the organization of the specialized 
music educational institutions, which were usually called 
conservatories. 
The musical Dutch family of Peter Albrecht Van Hagen 
established themselves in Boston in 1796, performing, pub-
lishing and teaching. They had previously given concerts 
and taught music in Charleston, South Carolina before the 
Revolution, and after spending the war years in Holland, 
they had returned to New York in 1789, where they again 
instructed in vocal and instrumental music, and theory. 1 
Their "Musical Academy" in Boston was an extension of the 
family business of selling instruments and publishing, and 
undoubtedly consisted of the usual private lessons. The 
family enterprises diminished after the death of the father 
in 1803, and they ceased to be important upon Boston's 
musical life as a major influence. 2 
lHoward, op. cit., pp . 73-4. Also cf. Johnson, op. 
cit ., pp. 158-59,-where-it is noted that the family changed 
tEe "Van" to "Von" when they came to Boston; reason unknown . 
2Johnson, ibid., pp. 161-62. 
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The first functioning conservatory opened in Boston 
at the beginning of the new century, and presented a rather 
international flavor to musical activities in old Boston . 
Gottlieb Graupner, the Hanoverian oboist who had played under 
Haydn in Salomon's London concerts of 1791-92, 3 together 
with Francis Mallet, a Fr enchman who had served under Lafayette 
in the American Revolution, and who had eventually settled 
4 in Boston as a vocalist and singing teacher, and the Italian 
Filippo Trajetta , who had studied with Piccinni in Paris, 
and who was the son of the famous Tommaso Trajetta, 5 founded 
a conservatory circa 1800 . 
Mallet had been a performer on a May, 1798 program 
of the Graupners at Salem, Massachusetts , as part of a vocal 
quartet; and 11Fil Trajetta" had appeared as singer and string 
player in a series of Graupner ' s and Mallet ' s concerts given 
in Boston, in the 1800- 01 season . 6 These latter programs 
were faculty concerts featuring the three partners, and given 
3Ritter, op . cit . , p. 121 . Graupner's importance 
as a publisher has-been discussed in the preceding chapter 
of this paper . 
4
cf . Johnson, op . cit . , ft . p . 179 . Mallet may have 
been in the West Indies-before coming to Philadelphia, thence 
to Boston, in 1793 . 
5Tommaso Trajetta had been mentioned earlier in 
connection with the Neapolitan conservatori . 
6Ritter., ~· cit . , pp . 116-117. Also see Johnson, 
op . cit . , pp . 50-5~ 
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at "the Conservatory Hall , Rowe ' s Lane . 11 Student recitals, 
which were called "exhibitions" were given in the summer of 
1801 by the "Preceptors of the Elegant Academy. " The Boston 
Gazette, which counseled its readers that rrprivate comment 
is the proper vehicle of criticism, " in the same paragraph 
could not conclude the notice , "without sincerely wishing the 
amplest patronage to the gentlemen . who have founded the 
Conservatory. "7 
It is possible that the rrconservatorio" offered 
class instruction in the applied areas, for the several non-
coeducational "schools" which were scheduled for three- hour 
sessions meeting twice a week, were limited to eighteen 
students in the three departments , each of which was headed 
8 by one of the professors . The conservatory flourished 
briefly, for even though the partners sold instruments and 
published as well , the successful venture was not as lucrative 
as planned . 9 The triumvirate dissolved when Trajetta, who 
10 had been head of the vocal department, left Boston, and 
7 Johnson, Ibid . 
8 Ibid., pp . 179- 180 . 
9Ibid. 
10
schiavo, ~· cit . , p . 456, claimed that Trajetta 
founded an "American Conservatory" in Philadelphia , c . 1828, 
Ritter, o~. cit . , p. 185, listed two vocal methods books 
"Rudiments ofthe Art of Singing, 11 and "Solfeggio :Americana, 
a System for the American Conservatorio," as being composed by 
Trajetta , for the American Conservatory, "an institution then 
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Mallet opened his own studio and music store . 11 
The preliminary announcement of the conservatory 
contained a phrase which was used many times in the following 
century. The three: 
Messrs . Mallet, Graupner, & Trieta, have jointly 
agreed ••• to open a new institution (for this country) 
but on the same foundation of the first Conservatories 
of Europe ••• 12 
When Dr . George K. Jackson arrived in Boston in 
September, 1812, he immediately secured positions as organist 
and began training a large chorus to sing oratorios . Success 
was speedily forthcoming, and a plan to organize another 
conservatory was put forth . In partnership with Graupner 
and Mallet, the school would have been located in Pythian 
Hall, however, Jackson was removed by the federal marshall to 
established in that city by Trajetta's pupil Uri K. Hill." 
See Also Robert A. Gerson, Music in Philadelphia (Philadelphia: 
Theodore Presser, 1940) , p . 298, called the school "Trajetta's 
Conservatorio ••• a singing school which was active in 
Philadelphia for about thirty years." Trajetta died in 
1854, in that city . 
11 Ayars, ~· cit., p. 107. Mallet also sold pianos 
from 1805- 1807,including some of Francis Shaw's instruments, 
who came originally from London . 
12Johnson, ~· cit ., pp . 286-87. Also cf. ibid., 
pp . 181-82, where Jonnson-suggested that Mallet had been 
attempting to pattern the school after the Paris Conservatory. 
There is no evidence to show that Mallet had any first-hand 
knowledge of the French school which had been instituted in 
1795. 
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Northampton, because he was still an English citizen; thus 
the War of 1812 prevented this conservatory from opening 
its doors . 13 
The many private schools or ladies' seminaries in 
14 the Boston area, which usually included music as a study, 
were served by the important local musicians , who travelled 
from one town to another giving lessons, usually piano or 
vocal. Upon Van Hagen 1 s death, his wife continued as "music 
mistress" at some of the private school;i> , l5 and Graupner 
taught at Mrs . Susanna Haswell Rowson's academy in Medford, 
and Stearn ' s school in Charlestown, among others, until 
18lo . 16 
In 1811-12, James Hewitt moved to Boston where he 
took charge of the music at the Federal Street Theatre, played 
organ at Trinity Church, 17 and opened a Musical Academy with 
18 Samuel Stockwell, an actor, singer and minor publisher. 
13Ibid. , p. 208 . Jackson, who had received his degree 
from St . Andrew ' s College in Scotland, had been a member of 
the boy ' s choir of the English Chapel Royal under Dr . James 
Nares, and therefore had been a classmate of Raynor Taylor . 
l4Thomas Woody, A History of Women's Education in the 
United States (New York:- The Science Press, 1929), p . 4o9:---
Also cf . Johnson, op . cit . , pp . 283, and footnote which showed 
the typical curricUTum-a:F a private women ' s school in 1815 . 
15Johnson, ibid . , p . 163 . 
16Ibid. , p. 179 . 
17Howard, ~· cit . , p . 85 . 
18Johnson, ~· cit . , p. 259. 
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This same period also saw the beginnings of several 
musical societies, one of lasting importance. There had 
been a Massachusetts Musical Society in existence from 1807-
10, which had been concerned with performing sacred music. 19 
In 1809, a Philo-Harmonic Society held meetings, and a small 
orchestra under Graupner 1 s direction began performing. It 
offered many concerts in the next fourteen years, with 
ambitious programs, 20 and frequently played for and with the 
Handel ~ Haydn Society when it started its unbroken choral 
performance history in 1815. 21 Graupner 1 s little Philharmonic 
group of professionals and amateurs, which "practiced Haydn's 
. 22 
symphonies for their own edif~cation," and which was termed 
"the beginning of orchestral music in America, rr 23 led directly 
l9Ritter, ~· cit., pp. 118-19. 
20 See Johnson, op. cit., footnote, p. 134, concerning 
a Beethoven work, probaD.ry a symphony, performed in 1817 at 
Lexington, Kentucky. 
21
cf. Mary Browning Scanlon, "Thomas Hastings," The 
Musical Quarterly, XXXII, 2, 1946, p. 268, where Thomas ---
Hastings, 1784-1872, a pioneer in choral singing and instruc-
tion in New York State, joined an Oneida County Musical 
Association, the Handel and Haydn Society in 1816. He also 
wrote, in addition to hundreds of hymns, a vocal method called 
The Musical Reader, or Practical Lessons for the Voice, in 
1819, published in Utica, New York. --- ---
22 Mathews, ~· cit., p. 55. 
23Ibid.; also cf. Elson, ~· cit., p. 46, who called 
Graupner "~father of American orchestral music. 11 However, 
cf. Howard, S?.E.• cit., p. 63, for Hans Gram 1 s "The Death Song 
of an Indian Chief," which was published in the Massachusetts 
Magazine of March, 1791, was the first orchestral score pub-
lished in the United States. 
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into the formation of the choral society. Following the 
news of the peace treaty at Ghent, two large concerts of 
thanksgiving were held in Boston, on February 16 and 22, of 
1815, the second of these was called a Peace Jubilee . From 
the public reception of these two festivals, grew the Handel 
and Haydn Society, at a meeting held in March, and headed by 
Graupner, Thomas Smith Webb, and Asa Peabody, with the purpose 
of channelling available talent into "sacred oratorio per-
formances . "24 
In this same decade of musical progress in Boston, 
which saw the beginnings of the Philharmonic, and the Handel 
and Haydn Societies, the first American musical periodical, 
The Euterpeiad, ~Musical Intelligencer, edited by John Rowe 
Parker, also appeared, in 182o . 25 
Among the many pronouncements and the serialled "Brief 
History of Music" which ran for two years, the following was 
read in the issue of February 2, 1821 : 
It appears that a COLLEGIATE ESTABLISHMENT for the 
education of youth, designed for the profession of Music, 
is the grand desideratum . As we are not yet prepared to 
go into the detail for such a foundation, we shall resume 
this subject on a future occasion . 2b 
Unfortunately the musical college and Parker ' s plans 
24Johnson, ££• cit . , p. 88 . 
25Ibid. , pp . 250- 51 . 
26Ibid . , p. 255 . 
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for it were never made known, for the Euterpeiad ceased 
publication in the fall of 1822 . 
In Philadelphia however, a school was founded which 
although not collegiate, did parallel some of the contempo-
rary European establishments . The Musical Fund Society of 
Philadelphia27 in 1820 grew out of musical rehearsals held 
by amateurs and professionals from 1816-1819, as had Graupner •s 
earlier Philharmonic in Boston . From the beginning, it had 
a dual but complementary purpose, as expressed in this article 
from the Charter : 
The essential objects of the said corporation shall 
be the relief of decayed musicians and their families, 
and_th28cultivation of skill and diffusion of taste in mus~c . 
The members were divided into two classes,"professors 
and amateurs~ because financial aid was applicable only to 
the professional musicians who had served the society for at 
least three years . 29 True to the aim of "the cultivation of 
skill," while at the same time realistically seeking to 
27There were two other Musical Fund Societies: one in 
New York City, which lived from 1828-18~and the other in 
Boston, from 1847-1855 . Both organizations existed to sponsor 
and support orchestral concerts . Also Howard, ~· cit., p. 270, 
mentioned a Musical Fund Society in St. Louis in 18~ 
28
charter and B*- Laws of the Musical Fund Society of 
Philadelphia (Philaaelp ia: no-pUDrisher, 19~ p. 5. ---
29Ibid . , p. 6 . Among the important musicians at 
its founding were : Benjamin Carr, George Schetky, Raynor 
Taylor, Charles F. Hupfeld, P. Gilles, and Benjamin Cross . 
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improve the Society's orchestra, an Academy of Music began 
in September of 1825, with two departments, one for strings 
and the other for wind instrumental instruction.3° 
The Philadelphia society thus paralleled that 
contemporary Viennese group of music lovers who had founded 
the Gesellschaft der Musikfreunde in 1812, and established 
a small conservatory in 1817.31 In 1826, the trustees of 
the Musical Fund Society recommended the addition of a 
vocal class, and the publication of a quarterly journal in 
32 
conjunction with the Pennsylvania Academy of Fine Arts. 
The Academy of Music of the Fund Society was having 
difficulty in attracting students. There were only twelve 
paying pupils in 1831, and although the Academy Committee 
suggested that the school be continued, it finally closed 
the following year with an annual deficit of $70o. 33 Fund 
3°Louis c. Madeira, Annals of Music in Philadelphia 
and History of the Musical FUnd Societ! (Philadelphia: 
~B. Lippincotc-rrompany, 1~, p. 10 . 
31Both of these societies built concert halls. The 
Philadelphia association had constructed the Musical Fund 
hall in 1824, and enlarged it in 1847; while the Viennese 
Friends of Music built a small hall in 1830, and in 1870, a 
huge edifice aontaining three concert halls, the largest of 
which was used by the Vienna Philharmonic Orchestra. 
32Madeira, op. cit., pp. 105-06. This proposal of 
publication was not-acted upon even though committees were 
formed; however a four-page Bazaar Album was issued in 1847, 
for ten days, or the length of a successful ladies' bazaar 
which raised funds for the new alterations to the building 
front and the saloon. cr. Ibid., pp. 157-59. 
33rbid., pp. 110 and 112. 
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Society activities continued until 1858, but the last 
attempt to re- establish the school was unsuccessfully made 
in the early forties . 34 As Madeira has conjectured, the 
demise of the school may have been partly the fault of non-
support by the general public , but also, the idea was 
limited in its scope, for a school to exist ''for the 
exclusive purpose of developing an orchestra," stamps it as 
highly professional and therefore beyond the purposes of the 
amateur student . 35 
The Boston Academy of Music 
The Boston Academy of Music which was established in 
1833, was to have a wide influence upon musical education 
in the United States, and elsewhere, despite its relatively 
short fourteen-year span . 
This institution has been generally credited with 
the introduction of Pestalozzian practices to music, in 
America . However, there is evidence that Elam Ives, Jr . 
(1802-1864), of Connecticut was the first to use the 
Pestalozzian pedagogical principles: in an experiment at 
Hartford, in 1830; in his American Elementary Singing Book 
34 Ibid., p. 145. 
35Ibid . , pp . 112 and 143 . 
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of 1832; 36 and i n teaching i n his own "seminaries," the 
first one which was established as the Philadelphia Musical 
Seminary about 1833, 37 and another musical seminary in New 
York in 1836. 
William c. Woodbridge (1795- 1845), the Hartford 
educator who had personally investigated European educational 
systems and methods, first introduced his findings to Ives 
in 1830, which resulted in the Hartford experiment . In that 
same year, Woodbridge met Lowell Mason in Boston, and used 
some of Mason ' s music pupils from his church choirs, to 
demonstrate the Pestalozzian method, in a lecture on "Vocal 
Music as a Branch of Common Education . "38 Woodbridge intro-
duced Mason to Ives' early work with the Pestalozzian 
36Robert W. John, "Elam Ives and the Pestalozzian 
Phi l osophy of Music Education," J ournal of Research in Music 
Education, VIII, l, 1960, pp . 48-9. Also-cr . Lloyd ~ederick 
Sunderman, "The Era of Beginnings in American Music Educa-
tion (1830- 1840), '' Journal of Research in Music Education, 
IV, l, 1956, p . 36, which listed The American Infant School 
Singing Book, Designed as the F.irsr-Book for the Study of 
Music, by E. Ives, Jr . ,-principal of~ Philadelphia Musical 
Seminary, H. and F. J . Huntington, Hartford, 1831 . 
37 Ibid . , pp . 45-6 . Ives, who had been a choir 
director and singing school master, titled himself as 
"Principal" of the seminary, although John conjectured it 
as a "one- man venture . 11 Also cf . Virginia Ruth Mountneyj 
The History of the Bachelor's Degree in the Field of Music 
in the Unite~States , Unpublished D.M. A. dissertation, 
Boston, University, 1961, p. 177, where the Music Vale 
Seminary, founded at Salem, Connecticut in 1835, was-0alled 
"the first music school in this country . " 
38B· ·t 37 ~rge, .£E.• ~· , p. . 
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methods, as applied to music, 39 and a co-authored volume, 
The Juvenile Lyre, was printed in Boston in 1831, compiled 
40 by Lowell Mason and Elam Ives, Jr . 
Despite priority, the influence of Lowell Mason upon 
American music education has been legendary. Mason had 
presented a manuscript of a hymnbook to the Handel and 
Haydn Society of Boston, in 1821 . It was passed on to Dr. 
41 George K. Jackson who favorably revised it, included a 
few of his own melodies, and the first edition was published 
in 1821 as The Handel and Haydn Society Collection of Sacred 
42 Music. The success of succeeding editions, when Lowell 
Mason's name replaced that of Jackson, was so beneficial to 
the society, that Mason accepted an offer of $2,000 to move 
to Boston, and direct the music in three churches. Upon 
arriving from Savannah in 1827, he was made president of the 
Handel and Haydn Society, which position he retained until 
1831. 43 
39cf . John, op . cit ., p. 49, where it was shown 
that Ives used the "fixed do" of Germany. Mason referred 
to a transposing or "moveable do," although he preferred 
numbers . Also cf . Ritter, op. cit . , p. 254. 
40 ~., pp . 45 and 47-49. 
41Johnson, ~· cit . , p. 217 . Jackson was "the 
first bona fide Doctor of Music to have a direct influence 
on Iunerican musical life.rr 
42Ibid., pp . 214 and 237 . 
43 
- Howard, ~· cit ., pp . 138-39. 
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The Boston Academy of Music was indirectly the 
result of a meeting in 1826 by 11 several gentlemen of Boston rr 
who were interested in improving sacred music. They planned 
to form an association after hearing Mason's address on 
"Church Music.rr44 
Woodbridge's previously mentioned Boston lecture 
on the values of vocal music in the common schools, which 
was delivered before the American Institute of Instruction, 
precipitated a renewed double-movement to open a music 
school, and to establish music as a subject in the primary 
school course of study. Mason's 11 Juvenile Choir" gave such 
sensational public concerts in 1832, that a Mr. George H. 
Snelling petitioned the School Board of the City of Boston 
for the inclusion of music as a regular study in the primary 
schools. 45 Although the request read 11 one school from each 
district, 11 the trial was partially attempted, for Mason 
realized that the public would have to be aroused in order 
to create "more potent influences.rr46 
44Ritter, ~· cit . , p. 251. Also cf. Ibid., p. 177, 
which traced Mason s dependence upon Thomas Hastings' essay 
on sacred music entitled "Dissertation on Taste" of 1822. 
45Birge, op. cit., p. 39. Also see Ritter, ~· cit., 
p. 181, for information-on Nathaniel Duren Gould (178T-1354), 
a tunebook compiler, who had conducted Juvenile singing-
schools during 1824 in Boston, Cambridge and Charlestown. 
46Mathews, ~· cit., p. 39. 
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Lowell Mason became convinced of the feasibility of 
the Pestalozzian system, and together with the Honorable 
Samuel A. Eliot , and George J . Webb (1803-1887), the Boston 
Academy of Music, "the first great school of music founded 
47 in funerica," began its variety of musical undertakings . 
In the spring of 1833, two juvenile public concerts were 
48 
given by the Academy children under Mason. The concerts 
were highly successful in demonstrating to the citizens how 
well children could be taught to sing by the Boston Academy. 
The Academy itself had 1500 pupils that first year, 
Mason taught 400, and Webb, 150. The adult classes required 
tuition fees , but the instruction to children was free, 
the only qualification being that the youngsters, the age 
of seven being the minimum, had to attend the school for 
one year. 49 
The second annual report of the institution boasted 
of 2200 pupils, and also in 1834, appeared an important 
publication of the school, Lowell Mason's Manual of the 
Boston Academy of Music, for Instruction in the Elements of 
Vocal Music ~the System of Pestalozzi.50 The Academy 
47Elson, ~· cit . , p. 52 . 
48Mathews, ~· cit . 
49Gilbert Chase, America's Music from the Pilgrims 
to the Present, .52£· cit . , p . 153. 
5°cf. Howard Ellis, "Lowell Mason and the Manual of 
the Boston Academy of Music," Journal of Research in Music 
Education, III, 1, 1955, p. 3, in which Mason was snown to 
be an editor of a German work by Kilbler, and that neither 
was essentially Pestalozzian . 
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sponsored a translation of F~tis ' Music Explained to the 
World; ££ How to Understand Music and Enjoy Its Performance, 
which in effect made it responsible for "the beginnings of 
51 
music appreciation in this country . " 
In 1836, a second petition was prepared by the 
Academy, endorsed by important Bostonians, and offered to 
the School Board, which in turn, appointed a special committee 
to study the recommendations . A favorable report resulted 
in 1837, and the musical experiment of teaching music in 
the public schools was allowed in four specific primary 
schools . The city council received the report but failed 
to designate any funds . Whereupon, Mason requested permis-
sion to teach gratis in one of the schools for one year, 
simply to prove the experiment possible, and furnishing the 
necessary books and equipment . In November of 1837, the 
School Board approved the plan, and chose the Hawes School 
of South Boston, which had been one of the original four 
specified in the earlier resolution , as the laboratory 
building . 52 
51 Chase, ~· cit . Cf . Edmund V. Jeffers, Music for 
the General College StUdent (New York : King ' s Crown Press, 
~4) , pp . 19- 2o, Karl Klauser, who had taught music at Miss 
Porter ' s School in Farmington , Connecticut, in the 1850 ' s, 
could find no book on the subject of music appreciation 
suited for school use . 
52Birge, op . cit . , p. 49 . The Hawes School was the 
only one of the four With both boys and girls . Lowell Mason 
had made a short trip to Europe in 1837 to investigate at 
first - hand the music educational practices, especially of 
the Pestalozzian method . Also cf . Arthur Farwell and w. 
Dermot Darby, Music in America, which is Vol . IV of The Art 
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In 1838, as a result of more pupil ''exhibitions," a 
favorable reply by the Hawes schoolmaster to a request for 
progress from the mayor, in which it was reported that "the 
musical ear is more common than has been generally supposed,rr53 
and an official visit satisfactorily made by the sub-com-
mittee, on August 6th, the School Board on August 28, 1838 
voted to contract for the teaching of music in several of 
the public schools, 54 a move which included music in the 
curriculum by public authority. 
Although Mason, Root, Drake, A. N. Johnson and 
J . A. Johnson handled the actual program in the primary 
schools, other activities of the Boston Academy of Music 
compelled the leader to resign in favor of Benjamin F. Baker 
in 1841 . The Academy adult chorus of 200 voices, which per-
formed Andreas J . Romberg's Lay of the Bell (on Schiller), 
Sigismund Neukomm's oratorio David, and Charles Zeuner's 
oratorio The Feast of Tabernacles, in 1838, ceased its 
activities soon after, for it was duplicating the main 
of Music, edited by Daniel Gregory Mason, et al., (New York: 
The National Society of Music, 1915), p . 242;-where an 
earlier experiment of forming singing classes in the public 
schools of New York City had been successfully accomplished 
by Darius E. Jones, in 1835, also without compensation . He 
was given permission to continue the work "provided no 
expense was incurred and regular studies were not interfered 
with." 
53Birge, ibid. , p . 50. 
54Ibid., pp . 54-55 . 
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function of the Handel and Haydn Society . 55 
Besides instrumental instruction, the Boston Academy 
maintained an orchestra of 25 to 40 players from 1839 to 
1847. A German, Henry Schmidt , was the concertmaster, for 
no conductor was used until George Webb raised the baton in 
1843 . The orchestra consistently played first - rate works, 
even by twentieth century standards, as the following exam-
ples show : 
Beethoven's 1st and 5th symphonies, Boston premiere, 
Beethoven ' s 4th, 6th and 7th symphonies, 
Mozart ' s "Jupiter," and Haydn's "Military" symphonies, 
Mendelssohn ' s "Scotch" Symphony, and his "Hebrides" 
and "Midsummer Night's Dream" oJ(grtures, and 
overtures of Aubur and Rossini . ~ 
The Boston Academy of Music also conducted Musical 
Conventions beginning in 1834 . Henry Eaton Moore (1803- 1841) 
was the originator of this American institution of musical 
education . In 1829, several groups of singing-schools and 
societies met for a two- day session of studying and singing 
new hymns, anthems and oratorio choruses, in Concord, New 
Hampshire . The second annual musical convention was held at 
55"The Academy of Music of Boston," Grove ' s Dictionary 
of Music and Musicians, American Supplement, VI, p . 109, 
where Zeuner' s work was called the first American oratorio . 
Also cf . John Tasker Howard, Our American Music~ 3rd Edn. 
(New York: Thomas Y. Crowell-c0. , 1951), pp . 146-47; Zeuner's 
work, which had one performance by the Boston Handel and 
Haydn Society, and eight by the Chorus of the Academy of 
Music, was destroyed by the composer. 
56Ritter, ~· cit . , pp . 244-45. 
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Pembroke by this Central Musical Society of New Hampshire, 
again under Moore , and a sound teaching force was set in 
motion , throughout the nation which did not dissipate until 
the establishment of the conservatories , in the last third 
of the century. 57 
In Lowell Mason ' s hands , the scope of the musical 
convention was augmented to the practicum and workshop 
areas . In August 1834, the professors of the Boston Academy 
of Music lectured and demonstrated to twelve singing- school 
teachers, "the Pestalozzian method of teaching vocal music 
in classes . "58 The following August, eighteen persons 
heard lectures and practiced exercises illustrating perfor-
mance practices in difference styles of sacred music . The 
enrollments increased each year, the sub~ e ct-matter kept 
widening, and six days were needed for the 1841 meetings.59 
In 1838 and 1839, efforts were made by some of those 
attending the conventions to model them on the New Hampshire 
society, which would have taken it out of the Academy ' s 
administration . Mason and \'iebb disagreed, and each became 
head of a large faction ; the dissenters organized under a 
57Ibid. , p. 261; and Birge, op . cit ., p . 26 . 
58Ritter, ibid . , p. 262 . 
59Ibid., p. 266 . The convention of 1839 had 200 men 
and 65 women:- Cf . William Arms Fisher, Music Festivals in 
the United States, ~· cit . , p. 5, where 1000 persons atten-
ded the 14th music convention under Mason and Webb in Boston 
October , 1849 . 
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constitution as the "National Music Convention," and two 
separate assemblies were held in 1841. The Boston Academy 1 s 
power was great, however, and a new "American Musical 
Convention" arose upon the dissolution of the National Music 
60 group. 
Although the usual musical convention lasted for 
three or four days, with three sessions each day, 61 a full 
ten days• course by Mason•s group in 1841 included lectures 
on taste and aesthetics, vocal culture, harmony, composition, 
sacred music, piano, organ, violin, •cello, bass, flute, 
62 
and clarinet. While the conventions were sometimes held 
merely to exploit a new music book for commercial interests, 63 
the "Music Convention became our first national school of 
music pedagogy, harmony, conducting and voice culture,"64 
and was to be instrumental in the formation of music 
teachers associations in many of the states.65 
The touring professors of these Musical Conventions 
kept to a pace-setting schedule, for the first issue of the 
60ibid., pp. 262-66. 
61
"Musical Conventions," Grove 1 s Dictionary of Music 
and Musicians, American Supplement, VI, p. 176. 
62 Ritter, .£E.· cit., p. 267. 
63Birge, .£E.· cit., p. 31. 
64 Ibid., p. 28. 
65
"Musical Conventions, 11 .£2.• cit. 
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new Massachusetts Music Journal in 1855J gave a compiled 
report of its 11 Corresponding Editor 11 (probably either H. N. 
JohnsonJ or E. H. Frost) from August 16th to the following 
January 29th. Travelling mostly by trainJ the editor 
participated in forty conventions which lasted from one to 
nine daysJ in MassachusettsJ Rhode IslandJ New YorkJ VermontJ 
66 New HampshireJ and Pennsylvania . 
The sixth issue of the same paper carried an adver-
tisement for the Boston Musical Convention and Philharmonic 
Institute of AugustJ 1844J under the direction of Benjamin F. 
Baker (whose associate editorship of the Journal was announced 
in the previous issue)J in which the eight days were care-
fully planned as follows: 
Daily from 
8 to 9 A. M. 
9 to 11 
11 to 12 M. 
12 to 1 P.M. 
LunchJ 1 to 2 
3 to 5 
Instruction in Thorough Bass and Harmony. 
Instruction in the best method of teaching 
Classes and Schools in the Principles 
of Musical Notation . 
Cultivation of the Voice . 
Practice of Hymn-Tunes with reference to 
Choir Performance . 
Practice on AnthemsJ ChorusesJ GleesJ etc . J 
preparatory to the Concerts to be 
given the evenings o~7the last four days of the session. 
66The Massachusetts Musical JournalJ IJ 1, May lJ 
1855J p. 2:--This paperJ published at Fall River under Eben 
TourjeeJ was apparently the successor to the Boston usical 
Journal and Literary GazetteJ which ceased publication in 
1854 after twenty issues . See p. 4 . 
67Ibid . J IJ 6J August lJ 1855J p. 36. Also cf. Ibid . J 
IJ 7, Augusr-f5J 1855. (dateline changed from Fall River-ro-
Boston), p . 52, which titled this the 11 l4th Annual session 
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An outgrowth and extension of the Convention was 
the Normal Institute or simply Institute, which was a longer 
summer school, lasting from two weeks to three months, and 
which was strictly pedagogical. Lowell Mason participated 
in a normal institute in New York City in 1861 which exten-
ded over three months, and which "drew students from all 
over the United States; 1168 and in 1852 George F. Root 
(1820-1895), who had been associated with Mason in Boston, 
headed the normal institute in New York City. 69 Mason and 
Root also conducted some of the annual institutes in North 
Reading, Massachusetts in the period 1851 to 1856.7° 
As the singing-school movement had led into the 
development of the musical convention, and the latter in 
••• will be held from the 15th to the 23rd of August ••• " 
the first concert Sunday evening will be Haydn's Creation 
with orchestra." 
68Birge, op. cit., p. 31. See also Jeffers, op. 
cit. pp. 18-19. 10 addition to vocal and instrumentar-
music, the New York Normal Institute taught methods of 
teaching, harmony, compos~tion, and part-singing. This 
curriculum was similar to that of the Normal Music School at 
Delaware, Ohio. In his Journal of Music, Dwight explained 
that the Normal Institute was unlike European Conservatories, 
in that it trained teachers rather than artists. 
69 
"Musical Conventions," op. cit., and cf. Grove's 
Dictionar~ £f. Music and Musicians, American Supplement, VI, 
p. 343, 11 eorge Frederick Root,n who taught voice at 
Rutgers Female Institute, wrote songs for the Christy 
Minstrels under the name G. Friedrich Wurzel, and who wrote 
several well-known Civil War Songs, as: "The Battle Cry of 
Freedom," and "Tramp, Tramp, Tramp, the Boys are Marching." 
7°Farwell and Darby, op. cit., p. 245; and Mathews, 
~· cit., p. 43. 
turn had pedagogically spawned the normal institute, the 
choral interests of the convention continued in another 
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branch to the beginnings of the Music Festivals in the United 
States . 71 A huge three-day Handel and Haydn Society Festi-
val, conducted by Carl Zerrahn (1826-1909), at Boston in 
May of 1857, required a chorus of 600 to 700 with an 
orchestra of 78 players to produce the Creation, Elijah, 
and Messiah . 72 
As the Festival became more popular and larger, its 
musical values deteriorated proportionately, at times to 
the ebb of circus entertainment . The great aural spectacles 
of the Boston Peace Jubilees of 1869 and 1872, which reached 
a size of 20,000 singers, supported by an orchestra of 
2,000, and unfolded before huge audiences, necessarily 
projected the artistic rendition into a minor position . 
In 1870, other monster festivals were produced in New York 
City and San Francisco, which fol~owed the Boston prototype, 
complete with drum corps , bells, electrically fired artillery 
batteries, and anvils clanged by the city firemen . 73 As 
71 Birge, ~· cit . , p . 32 . 
72William Arms Fisher, Music Festivals in the United 
States (Boston: The American Choral and FestivaT A!Iiance, 
Inc . , 1934)p . 9. Zerrahn also became conductor of the 
Worcester (Massachusetts) Festival in 1866, which had 
begun under Benjamin F. Baker and Edward Hamilton in 1858. 
73Eben Tourj~e , Patrick S. Gilmore, Theodore Thomas, 
and Rudolph Herold were leaders of these nineteenth century 
awesome festivals; but of interest is the performance of 
part of Berlioz ' opera Les Troyens, in the New York City and 
Chicago Festivals of 18~ both under Thomas . 
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the larger, unwieldy, expensive, ostentatious, "spectaculars" 
became less frequently staged, the smaller, wel~rganized, 
truly artistic festivals of organizations such as the 
Oberlin Spring Festival begun in 1860, and the Lindsborg 
Messiah Festival, first started in 1882, made possible a 
high level of musical experience for both performers and 
listeners. 
The Boston Academy of Music, while retaining some 
of the elements of the contemporary European music schools, 
what few there were in 1833, was connected also with indigenous 
American institutions. It was an institution which gave 
vocal and instrumental instruction to children and adults; 
along with tune-books and hymnals, it published method 
books and textbooks; it acted as a successful private agent 
in sponsoring and introducing music into the public school 
systems; it held classes called conventions,74 for teachers 
and others interested in the progress of music in the nation, 
which developed into normal institutes and festivals; and 
it maintained a chorus and an orchestra of apparent high 
standards. In all these interrelated musical functions, it 
widened its influence and the importance of music, both 
sacred and secular, from primary songs in the common schools 
74Elson, .£E.· cit., p. 80 wrote that ''the Musical 
Convention. • • was for a time to be the conservatory of 
adult musical education in America. 11 
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to acknowledged masterworks in the concert hall, toward the 
ultimate advancement of music literacy in the community . 
Through its closing in 1847, it stressed the lack of 
adequate American institutions to teach musicians, and to 
educate the masses about the art of music . During its short 
existence, and despite its good works, there was criticism 
of its functions . The Musical Magazine, ~ Repository of 
Musical Science, Literature and Intelligence, "the most 
important (New England) periodical of these years , rr75 
which published from January 1839 to April 1842 and was 
edited by H. Theodore Hach and T. B. Hayward, called upon 
the Academy of Music: 
••• to teach the art and science of music in all its 
branches, as well as to give public concerts . None of 
the other musical institutions (in Boston) are academical 
in their character . • • they are associations of ama-
teurs . • • 
We have stated above what we should like the Academy 
to do (expand the teaching and give more 'cheap' con-
certs to spread music among the public) now we will 
point out how we think they can accomplish it . Let it 
take then the Paris Conservatory of Music as a model, 
and let it begin by makin~ itself a Conservatory of 
Music, on a small scale . 7 
After mentioning the London Academy of Music as 
another good example, the magazine remarked upon the 
75H. Earle Johnson, "Early New England Periodicals 
Devoted to Music , 11 The Musical Quarterly, XXVI, April, 1940, 
p. 157 . 
76 11Musical Conservatory, 11 The Musical Magazine, I , 
16, August 3, 1839, pp . 252-54 . 
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mechanical performances of the "Choir of the Academy." The 
dependence upon foreigners for instrumental music was noted 
as one thing the Academy could remedy . The proposition was 
in effect, suggesting a conservatory on the style of the 
Musikfreunde of Vienna . The final paragraph admonished 
that if the Academy didn ' t accept its full responsibility 
"before the public, as an Academy of Music, • • • we have 
little doubt that another institution will ere be got up 
that will . "77 Other music schools were "got up," such as 
The Boston Music School, whose objective was to : 
• • • furnish a complete musical education, practical 
and theoretical , both to amateurs and to those who 
intend to fit8themselves for the profession as artists or teachers . 7 
This school was typical of many others in all 
sections of the nation at mid- century, but its importance was 
minor in the development of musical institutions of higher 
learning . Elson has referred to the Philadelphia Musical 
Fund Society School, and the Boston Academy of Music as : 
77Ibid . , I, 17, August 17, 1839, p. 268 . There is 
an advertisement for the Boston Academy of Music on p. 240 
of I , 15, dated July 20, 1839 . 
78The Boston Music School (Boston : W. J . Schofield, 
1872) , p. ~Thi s litt l e eleven page catalogue lists the 
Board of Instruction as : John W. Tufts, John W. Adams, G. 
H. Howard, and Frederic F. Ford . (p . 2) . The date of 
incorporation was given as 1857, p. 3; but there was an 
earlier Boston Music School founded by Benjamin F. Baker, 
who was principal and head of the vocal department, which 
existed from 1851 to its dissolution in 1868. Cf . "Benjamin 
Franklin Baker," Grove ' s Dictionary of Music and Musicians, 
American Supplement , VI, p. l2l. -- ---
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• • • the first schools of music founded in America 
for other than commercial purposes (which) have given 
rise to oth~r conservatories of the same incorporated 
character . 7":J 
He was alluding to the larger conservatories which arose 
during the decades from 1860, to 1890 in the United States . 
There were various pressures building up in the 
nation which called repeatedly for the establishment of 
professional musical schools . Some of these forces are 
best understood when a consideration of the rapidly expan-
ding characteristics is made . The Musical Magazine, men-
tioned before, editorially predicted in its first issue of 
January 5, 1839, that : 
The present period is believed to be particularly 
auspicious for the establishment of a periodical devoted 
to Music . The public have become so far awake to the 
importance of its cultivation, that the authorities 
of the City of Boston have introduced it as a branch 
of common education into the public schools . Through-
out the northern and middle states, Music, in its moral 
and social impQrtance, is evidently fast rising in the 
public regard . tso 
The final issue of the periodical on April 24, 1842, on the 
contrary, was decidedly pessimistic about the future of the 
art of music in America . The interesting document read in 
part: 
••• we may be allowed to enter a little more fully upon 
the whole state of music in this country, upon the 
79Elson, op . cit . , p. 85 . 
SoH. Earle Johnson, 11Early New England Periodicals 
Devoted to Music," The Musical Quarterly, XXVI, April, 
1940, pp . 157-58 . 
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prospects of the art, and its difficulties ••• We are 
as yet not a musical people, and the art labors under 
peculiar disadvantages from our institutions, habits, 
manner of living, and prejudices. 
Music not only needs patronage, but needs to be 
esteemed. • • In England, there is much patronage, in 
Italy, there is more by the Government and the churches . 
In Germany, there is not as much patronage, and yet 
Germany is admitted as the most musical country, be-
cause it is dear to the people . 
Now this is what we need . Our institutions are 
against the art, preventing a concentrated patronage 
by established authorities, and throwing the whole 
duty upon individual and voluntary exertions, for even 
our church music exerts its influence upon improvement 
only in a very limited sphere . Moreover, they make 
politics and the8daily avocation the all- engrossing objects of life . 1 
Similar comments were made by the orchestral leader 
Joseph Gungl in a letter to the ~ Berliner Musikzeitung 
in 1849, concerning his unsuccessful one-season tour of 
the United States . Referring to Madame Musica in America, 
he wrote: 
••• the above mentioned dame lies still in the cradle 
here ••• although the American, as a businessman, 
perhaps surpasses most European nations, • • • in 
music , he is behind all . 
He then told of the popularity of lighter "anticlassical 
music" such as waltzes and galops, and "thanks to Europe, 
there is no want of virtuosos here . "82 
81
"Music in Boston," The Musical Magazine, III, 
LXXVI, LXXVII, and LXXVIII (p~inted together), 1842, pp . 
414-15 . In Vols . II and III, Hayward ' s name was dropped 
and Hach was the sole editor. 
82Ritter, ~· cit . , p. 335 . Gungl himself contri -
buted to the "anticlassical" music, for his fame preceded 
him vvhen the Steiermarkers band came to the United States 
in 1846, One of their most frequent encores was Gungl ' s 
"Railroad Galop . 11 (Cf . ibid. , p. 334. ) The Steiermarkers' 
-
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As the following population figures convey, Europe 
was not only lavish in the numbers of talented musicians 
Which she supplied to America , but of people in general . 
In 1850, there were 17 . 3 million native-born whites 
in the United States, and 2 . 2 million foreign- born whites . 
In 1860, there were 22 . 8 million native-born whites, while 
the number of foreign- born whites nearly doubled, with 
4 . 1 million . 83 The nation also expanded industrially and 
financially, for the Estimated National Wealth in 1840 was 
$5 . 2 billion, while the 1865 figure rose to $20 . 8 billions . 84 
In addition to the growing wealth, and the influx of 
European immigrants , a major factor in the development of 
specialized music schools was the decisive shift in popu-
lation from rural to the urban centers . The figures below 
demonstrate the great growth of the cities in a fifty year 
period in the United States : 
concertmaster Francis Riha , became second violin of the 
Mendelssohn Quintet Club from 1849 to 1854. Also see 
Howard, Our American Music 1 ~· cit . , p. 281; the Germania 
orchestra added reality to tne "Railroad Ga llop" (S ic), 
by running a toy locomotive during the performance . 
83Historical Statistics of the United States, 1789-
1945, United States Department or-commerce (Washington : 
UPU; 1949), p. 25 . 
84Ibid., p . 9 . 
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Year Total Population Urban Rural 
-
1820 9.6 0.6 8.9 
1870 38.5 9.9 28.6. 
(all figures in millions )85-
European Influences 
The United States had always looked to Europe for 
cultural guidance, as the child looked to the mature 
parent. Thomas Jefferson had enthusiastically backed the 
establishment of a Quesnay French Academy in Richmond, 
Virginia, an institution of arts and sciences which was to 
have been on a gigantic scale with branches in Baltimore, 
Philadelphia and New York City, and with affiliations which 
included the royal societies of London, Paris and Brussels. 
Although one building was completed, the entire project was 
stopped by the French Revolution of 1789. 86 The French 
opera troupes of New Orleans made tours of the larger 
American cities, but their influence on American music was 
slight, except in the tradition of French opera in New 
Orleans itself. English influences on music in the early 
republic have already been surveyed as having been rather 
S5Ibid., p. 25. 
86navid M. R. Culbreath, The University of Virginia 
(New York and Washington: The NeaTe Publishing ~mpany, 1908), 
p. 80. In 1795, Jefferson favored transplanting the faculty 
of the Swiss college of Geneva to Virginia. 
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extensive, but it is notable that by 1825, even English 
opera began to lose favor to that of Italy. Garcia, daPonte, 
Montressor, Rivafinoli, Palmo, Patti, managed opera groups, 
mostly in New York City, which gave a continuous fare of 
Italian works until the advent of the German companies in 
the 1850's. 
As Richard Wagner had been exiled for his part in 
the 1848 political upheavals in Europe, so thousands of 
German-speaking peoples from many lands, came to America in 
political refuge, at this time . This marked immigration of 
a group who treasured music so highly, was to exert the 
most important foreign influence upon the music of the United 
States, in the nineteenth century. Germany was indeed a 
musical land, to which many visitors attested, typified by 
the following excerpt from a French writer who was describ-
ing Mannheim: 
Chaque maison y est une sorte de Conservatoire 
musical. Grands et petits, maftres et serviteurs 
tout le monde chante, tout le monde est musicien.~7 
A New Yorker, who wrote to the Neue Zeitschrift ftir 
Musik of Leipzig, in 1846, suggesting that the famous 
periodical cover and report symphony concerts in his nation, 
especially of the New York Philharmonic, also included some 
other revealing items, such as: 
87r . Goschler, Mozart: Vie d'un Artiste Chr~tien 
(Paris: Charles Douniol, 1857),-p7 ii. 
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Had Mr. Loder (the conductor of the Philharmonic) 
had the opportunity to study music in Europe, he 
undoubtedly would have produced something better still. 
We have no opportunity here to attain an artistic 
education ••• money-making absorbs all our leisure 
and attention. 
A German opera would be very sure to keep its own 
here, • • • since the American people prefer German 
music to French and Italian tinkling sounds •••• 
Chorus and orchestra can easil~ be engaged here; about 
80,000 Germans live here ••• e5 
The Germans did come, and cities such as St. Louis, Cincinnati, 
Milwaukee, and Chicago, among others, became important 
centers of German culture in this nation. German literature 
and German philosophy figured prominently in American college 
courses and college textbooks. By the 1890's there were 
800 German-language publications, including five daily 
newspapers in New York City, and three dailies in Milwaukee. 89 
The Germans established musical societies of various types 
wherever they settled in numbers, and Saengerbunds, 
Saengerfests, Musikvereins, Bands, and Yodlers sprang up, 
especially in the mid-West areas. The German Opera, the 
travelling instrumental groups, such as the Saxonia and 
Germania9° orchestras, Nordic favorites like Ole Bull and 
Jennie Lind, and the continuous preference for a German 
88Ritter, ~· cit., pp. 278-79. 
89carl Wittke, The German Language Press in America 
(Lexington: The University of Kentucky Press, 1957), p 
90The Ger.manians gave 829 concerts in six years, in 
addition to accompanying cantatas and oratorios. Cf. Ritter, 
op. cit., p. 340. 
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high.er education sought by many American students, created 
the image of Germany as the arbiter of Western culture. 91 
The effects upon American composers were so great that 
German-styled works came from the pens of Paine, Foote, 
Chadwick, Buck, MacDowell, Parker, and others . Mason had 
labelled this influence as 11 ••• the first of all our 
traditions, indeed for a long time, the only one that power-
fully affected us- -was that of German romanticism. ''92 
Schiavo saw a more far- reaching attribution when he 
wrote: 
All over the world, even in Italy, educators looked 
to Germany for cultural, and especially scientific 
leadership. In the United States, German science, 
philosophy, organization, thoroughness, efficiency 
were studied and initiated without hesitation, nay with 
a certain pride . American universities looked to 
Germany for innovations and guidance. For once, 
Americans admired Berlin and Heidelberg more than they 
did London and Oxford.93 
Of necessity, America in the nineteenth century, 
with its rapid expansion socially, industrially, financially, 
politically, geographically, and educationally~ had to seek 
for stable models elsewhere upon which to build. In John 
91The high regard for German musical study has 
been covered earlier in this paper. 
92Daniel Gregory Mason, The Dilemma of Modern Music 
(New York: The Macmillan Co . , 1~), p. 3 • • ~lso cf . H. E. 
Krehbiel, "Music in America," in Albert Lavignac, Music and 
Musicians (New York: Henry Holt and Co . , 1903), p . 492.---
93schiavo, ~· cit . , p. 103. 
Sullivan Dwight ' s first editorial of his new Journal of 
Music, in 1852, he described the : 
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Very confused, crude, heterogeneous (is this) sudden 
musical activity in a young utilitarian people . A 
thousand specious fashions too successfully dispute 
the place of true Art in the favor of each little 
public . It needs a faithful, severe, friendly voice 
to point out steadfastly the
4
models of the True, the 
ever Beautiful, the Divine . 9 
These many ostensible fashions, such as sentimental songs, 
which formed adult musical tastes through childhood experi-
ences, were seen by some to demonstrate the state of 
aesthetic immaturity, in general, of the American people 
during the nineteenth century. 95 
However, the German models and their influence seemed 
to some as a "systemized effort for the extinction of 
American Music . "96 George F. Bristow (1825-1898) an 
American composer who had studied with Macfarren at the 
London Royal Academy of Music97 and who was a director of 
the New York Philharmonic, reacted against the heavy 
Teutonic makeup of the orchestral programs . He was joined 
94Honor McCusker, Fifty Years of Music in Boston 
(Boston : The Boston Public Library, 1938), p . 19 . Also cf . 
Alexis de Tocqueville, Democrac* in America (New York: 
Alfred A8 Knopf, 1948), II, p. C3 . "Democratic nations 
• • • prefer the useful to the beautiful, and they will 
require that the beautiful should be useful . rr 
95chase, ~· cit . , p . 166. 
96Ritter, ~e cit . , p. 287 . 
97Elson, ~cit . , p. 113 . 
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by the well-qualified music critic of the old New York 
Tribune, William Henry Fry (1813- 1864), himself a composer, 
who had studied with Leopold Meignen, a graduate of the 
Paris Conservatoire, who led in founding the Philadelphia 
Philharmonic Society in 1834, "an orchestra with no academic 
features . "98 Fry's opera Leonora , considered the first real 
American full opera, was mounted in Philadelphia in 1845, 
and Bristow ·' s opera Rip Van Winkle, given in New York City 
in 1855, was the first American opera to be produced in that 
opera -minded city. 99 
As Elson has pointed out , it was rather strange for 
these American composers to be carrying on their "anti-
German crusade," while crying "anti-American,"100 of the 
New York Philharmonic Society, 11at a time when these two 
constituted the entire sum and substance of that school . "101 
It should also be mentio~2d that the preference of Fry and 
Bristow were Italian and English models, respectively, so 
98william Upton Treat , William Henry Fry (New York: 
The Thomas Y. Crowell Company, 1954) , pp . 17-~ 
99Ibid. , pp . 121 and 154- 55 . 
100Ritte;, ~· cit . , p. 286 . 
lOlElson, ~· cit . , Also cf . Treat, ~· cit., pp . 
121 and 128. Fry is ~e remembered for a remarkable 
series of eleven lectures on music, given at Metropolitan 
Hall in New York City in 1853, in which he demonstrated by 
using a chorus and orchestra in at least one of them. 
219 
that Bernstein's comment that "anything to be good in those 
102 days had to be foreign , " was true . 
German influences, notwithstanding occasional 
attacks, were irresistible, especially in the field of 
education . Woodbridge and Mason ' s investigative visits to 
Europe have already been touched upon regarding the Boston 
Academy of Music and Pestalozzian educational principles . 
Normal Schools 
Concerning Normal Schools and their growth in America, 
in the 1820's the need for special institutions to train 
teachers was being felt in the United States, and models 
were found again in Germany. In 1819, Prussia established 
a system of state normal schools , which employed Pestalozzian 
103 
methods . A French expert on Normals, Victor Cousin wrote 
a report on the Prussian system which was widely read in 
the United States, and Calvin E. Stowe, the husband of 
Harriet Beecher Stowe, made a "Report on Elementary Instruc-
tion in Europe" to the Ohio Legislature in 1837, which also 
argued strongly for the establishment of Normal schools. 104 
102Leonard Bernstein, The Joy of Music (New York: 
Simon and Schuster, 1959), p . TO.). --
103charles A. Harper, A Century of Public Teacher 
Education (Washington: American Association of Teachers 
Colleges, NEA, 1939), p . 17. 
l04christopher Hatch, "The Education of A. w. 
Thayer," The Musical Quarterly, XLII, 3, (1956) p. 358 
Stowe, a native of Natick, Massachusetts, as was his cousin 
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Stowe proposed a three-year Teachers' Seminary, with an 
essential constituent being 11 a model- school for practice" 
being staffed by the senior class "under the immediate 
inspection of their professors.rrl05 The minimum age of 
entrance was sixteen, and music methods was to be taught 
in each of the Three Divisions, which corresponded to the 
public schools. 
In the First Division, for children between the ages 
of six and nine, "Exercises of the voice and ear-singing by 
rote." 
In the Second Division, for children from nine to 
twelve, "Elements of Music, and singing by note. 11 
In the Third Division, from ages twelve to sixteen, 
"Science and art of vocal and instrumental music."106 
It will be recalled that the first public high 
school, a classical high school later called English High 
School, was established in Boston in 1821; and in 1827, 
Massachusetts passed a law requiring all communities in the 
Bay State with a population of 500 or more families, to 
found a high school. 
A. w. Thayer, had travelled through Germany in 1836, and has 
been termed by Hatch, a "special example of Germanophilia." 
105calvin E. Stowe, "Normal Schools and Teachers' 
Seminaries," Normal Schools, Henry B:l.rnard, (Hartford: 
Case, Tiffany and Co., 1851) Vol. I, pp. 127-28. (Reprinted 
as Colorado Teachers College Education Series, 6). 
106Ibid., p. 128-129. 
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Stowe ' s efforts before the Ohio Assembly were 
paralleled by the Reverend Charles Brooks, a Hingham pastor, 
who addressed the Massachusetts legislature, also in 1837, 
with "As is the Teacher, So is the Schoo1."107 In this 
same legislative session, the State Board of Education of 
Massachusetts was created, with Horace Mann as the first 
secretary. William Russell ' s pamphlet "Suggestions on 
Education" recommended a Connecticut Seminary for Teachers 
in 1823 . In this same year, Reverend Samuel R. Hall 
opened a private academy for the preparation of teachers 
in Concord, Vermont . His Lectur es on Schoolkeeping, 1829, 
became a normal school textbook in the next two decades . 108 
The Normal movement gained early momentum through the 
writings and addresses of the Reverend Thomas H. Gallaudett 
in Hartford (1825), who signed his essays 11A Father;" James 
G. Carter, who wrote articles under the signature "Franklin" 
in the Boston Patriot during 1824- 25, and Walter R. Johnson , 
of Germantown, Pennsylvania, also in 1825 . 
In 1827, Carter's bill to establish a teachers' 
seminary with model school attached was defeated by one 
l07rrProceedings of an Educational Convention in 
Plymouth County in 1838, rr Henry Barnard, .£E.· cit., p. 152 . 
Brooks also addressed the New Hampshire, New Jersey, and 
Pennsylvania legislatures on this and similar educational 
subjects . 
l08Harper, ~· cit . , pp . 13-14. Hall was called to 
Phillips Andover Academy to head a normal department, where 
he gave a course on the "Art of Teaching . " This Teachers ' 
Seminary was a separate institution which lasted until 1842 . 
Cf . "Teachers ' Seminary at Andover, Massachusetts, 11 Barnard~ 
~· cit ., pp . 113- 114. 
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vote in the Massachusetts Senate. He then founded his own 
private seminary in Lancaster, with land and a building 
appropriated by the town. After a few months, the towns-
people caused the school to close. 109 
Finally, Massachusetts authorized and opened three 
state normal schools within a year of each other: Reverend 
Cyrus Peirce of Nantucket was the Principal of the Lexington 
Normal School which opened on July 3, 1839, to a class of 
three ladies. Expansion forced this school to be located 
in West Newton from 1844 until 1853, when it was again 
relocated in Framingham. In September, 1839, Barre Normal 
School was opened, and it too moved to Westfield; while 
Bridgewater, which began operating in 1840, has remained 
in the same locale. While Framingham has been solely for 
females, the other two early institutions have been coedu-
cational from their inceptions. The tuition was originally 
free, provided the applicant stated his desire to teach 
in the Commonwealth. 110 
By 1850, four other public normal schools had opened 
or had been authorized in Albany, Philadelphia, New Britain, 
and Ypsilanti. Ten years later there were eleven state 
l09James G. Carter, "Outline of an Institution for 
the Education of Teachers, 11 Barnard, .22.• cit., p. 101. 
110
"state Normal School at West Newton, 11 Barnard, 
£E.· cit., pp. 71-2. 
normal schools in eight states, and by the turn of the 
century, there were 170 public normal schools in the 
111 United States. Because Woodbridge and Dr. Mason had 
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successfully gained the admission of music into the common 
school curriculum, the methods of teaching music to the 
children became a required subject in all the newly created 
state normal schools. The New Britain Normal School's 
three-year Curriculum of 1859 required vocal music in all 
three years and "lessons on the piano or melodeon can be 
had without cost. rr 112 
Liberal Arts colleges in two of the states offered 
courses in pedagogy prior to the founding of public normal 
schools in those st~tes. New York University did so in 
1832, and Brown University made provisions for a course in 
"Didactics, or the Theory and Practice of Teachingrr which 
was given in 1851 by S. s. Greene, the superintendent of the 
Providence Public Schools. 113 However, little is known of 
the music content of these courses, if any. With the purpose 
of supplying competent teachers to their systems, some 
cities established their own normal schools during this same 
lllNew York University conferred the Doctor of Music 
Degree upon Lowell Mason in 1855, and Thomas Hastings in 
1858. 
ll2Harper, ~· cit., pp. 55-6. 
113rrEducation of Teachers in Rhode Island,n 
Barnard, ~· cit., p. 265. 
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period. Boston, Baltimore, St . Louis and San Francisco were 
among the first to do this, and it was usual for the music 
professors in the normal schools to double as supervisors 
in the city schools, and vice versa . 
The first municipal normal school was authorized in 
1818 in Philadelphia by a State Act which allowed the city: 
• • • to establish a Model School, in order to qualify 
teachers for the sectional sr~~ols , and for schools 
in other parts of the state . 
However, one of the public schools under Joseph Lancaster 
was used to train the teachers, and the monitors (older 
girl students), and the actual Normal School resulted from 
a reorganization of the model school , in 1848 . 
In spite of the steady progress of music in the 
curriculums of the public schools , at all levels from 
primary grades through normal schools, and the scattered 
offerings of musical courses , both content and methods, in 
the liberal arts colleges , the need for specialized ~erican 
institutions to educate musicians was more acutely felt as 
the nineteenth century musical awakening gradually unfolded 
in the United States . 
When the Royal Society of Arts, in seeking more 
government support for the Royal Academy of Music, had 
published its first report in 1866, on the "state of 
114
"Normal School for Female Teachers in the City of 
Philadelphia , " Barnard, 2.£.• cit ., p. 251. 
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musical education at home and abroad," it included a study 
of the principal conservatories of the continent and the 
methods of receiving financial support. Most of the schools 
studied had received their funds from the various govern-
ments, such as state, city and province. This accepted 
concept of state support guaranteed, to the European mind, 
a first-rate institution for: 
In Paris, the best only are chosen for admittance. 
In London, pupils are admitted indiscriminately--so 
long as they can pay their fees.ll5 
The report also featured the opinions of leading 
music educators. One of the 1,024 questions which read 
"What would you define as the object of an academy of music?" 
was put to Henry Cole, Esq., C.B., the secretary of the 
Science and Art Department at South Kensington, who 
answered: 
To collect together from all parts of the United 
Kingdom those persons who have musical talent which 
it is important to cultivate,--primarily to sing 
and play in public; secondarily to teach. • • There 
should be nothing in the Academy to prevent anyone 
going there with the object of becoming a teacher 
only. Some departments of the Academy would include 
teaching only; others would combine performance and 
teaching altogether; others, performance only.llb 
115First Report of the Committee Appointed to Inquire 
Into and Report ~ the State of Musical Education a~ome 
and Abroad, Society-r0r the Encouragement of Arts, Manu-
factures and Commerce, (London: Bell and Daldy, 27 June 
1866), xxxiii. 
116Ibid., p. 25. 
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When the Yale Alumni Association sponsored a drive 
to establish a school of music at Yale, in 1888, the ele-
mental European idea of government support was disregarded 
at any level by the Yale Group, whose spokesman said: 
• • • but, what is far better, we have among our 
citizens liberal minded men and women of wealth. 
and it is to these that we make our appeal for 
help 8 117 
• • 
Earlier in this address, the growth of music in 
America in the nineteenth century had been traced, from the 
Singing-schools to the amateur societies, through the 
efforts of Mason, Hastings and Webb in church hymnals and 
tune-books, to the manufacture of instruments and the 
development of the symphonic orchestras, and it mentioned 
the touring artists, the "multitudes of Germans and Italians," 
the introduction of music in the public schools, all as 
being forces which were: 
• • • greatly improving the popular taste and 
awakening a ~esllS for the higher and more artistic 
forms of mus~c. 
The report continued with a list of Americans who 
had to resort to the conservatories of England, Germany, 
France and Italy, in order to complete their musical 
117william Ludden, "Music in Yale," A Record of 
the Meeting of the Yale Alumni Association of Fairfield 
City, Connect:rcur-(New Haven: TUttle, Morenouse and 
Taylor, 1888), p. 17. 
ll8Ibid., p. 16. 
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educations . These Americans119 soon proved themselves to 
be 11innately musical and in no sense inferior to the most 
gifted of the Europeans . 11 
The peak question of the address was italicized : 
Is it not humiliating to an American citizen that 
we are still compelled to send our sons and daughters 
to Europe to complete their musical education? 
Give us a well- appointed first class School of 
Music , Science and Art in Yale University and the 
problem is solved. l20 
The solution did follow for Yale when the chair of 
Music was established in 1893, 121 but the problem existed in 
many areas of the nation for decades after, until the growth 
and development of degree-granting conservatories of music 
had been achieved in the twentieth century. Conservatory 
beginnings in the last third of the nineteenth century were 
modelled upon the contemporary European institutions in many 
respects , but they also contained quite different concepts 
from their own inceptions . Such was the case of the Peabody 
Conservatory of Music , in Baltimore, Maryland. 
ll9Ibid. , pp . 16- 17 and footnotes . The list 
included : Bristow, Paine, Buck, Converse, Arthur Whiting, 
S. G. Pratt, G. E. Whiting, C. Florio, S. P. Warren, A. 
Bird, et al . 
120Ibid., p. 17. Also cf . Van Wyck Brooks, New 
England: Indian Summer, 1865- 1915 (New York: E. P. Dutton 
and Co., Inc . , 1940), p . 160 . The first art-school in New 
England was the Yale School of the Fine Arts, founded by 
vlilliam Rimmer in 1864, "the first of its kind attached to 
a university . 11 
121
cf . Elson, ~· cit . , p . 178 . The chair was made 
possible by a generous donation of alumnus, Robbins Battell . 
CHAPTER VII 
THE DEVELOPMENT OF THE MUSIC CONSERVATORY 
In the final third of th~ nineteenth century, the 
various pressures of a musically expanding nation caused 
the founding and development of native conservatories of 
music . These specialized institutions, which blossomed 
almost simultaneously in various sections of the United 
States, were often said to have been fashioned after their 
European counterparts , but from the very beginning, they 
contained particular American characteristics, such as 
affiliations with liberal arts colleges and universities, 
and a definite preference for private administration and 
endowment, rather than state support . 
The first of these schools was a unique prototype 
in many respects . 
The Peabody Institute of Baltimore 
The Peabody Conservatory of Music resulted from the 
wish of one of America ' s great philanthropists to ndiffuse 
and cultivate a taste for music, the most refining of all 
the arts, by providing a means of studying its principles 
and practicing its compositions , and by periodical concerts, 
aided by the best talent and most eminent skill within the 
means of the trustees to procure . 111 
1Mark s. Watson, "A Musical Pioneer--Yesterday and 
Today, " h 8 ( ) 4 ~ Peabody Bulletin~ 2 , l , 1931 , p. • 
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George Peabody (1795-1869), the Massachusetts 
Yankee who rose from store clerk to influential millionaire, 
and who donated "eight or nine million dollars during his 
life for cultural and civic purposes, 2 had given $20,000 in 
1852, to establish the Peabody Institute at Danvers, Massa-
chusetts, his home town. The fund,administered by a dozen 
trustees, was to build a Lyceum building a give lectures. 3 
This first Peabody Institute was a pilot model of a huge 
endeavor which unfolded in the next decade in Baltimore, 
Maryland. 
Before Peabody had settled in London in 1837, the 
City of Baltimore had been his base of business operations, 
and he held the city very deeply in his esteem. His first 
thoughts to establish a Peabody Institute in Baltimore were 
present in 1854, 4 and he communicated with some of his 
Baltimore friends about his idea in the following year. 5 
2The Peabody Notes, 2, February 1943, p. 1 
3when Danvers later divided into two communities, 
South Danvers took the name Peabody to acknowledge his 
benevolence. 
4Franklin Parker, George Peabody, Founder of Modern 
Philanthropy, D.Ed . Dissertation, George Peabod~ College 
for Teachers, Nashville, Tennessee, August, 1956, Vol. I, 
p . 344. 
5Letter of George Peabody, Esq. to the Trustees for 
the Establishment of an Institute (Baltimore: John D. Toy, 
1857), p . 3. --
Peabody's plan was closely adhered to by John Pendleton 
Kennedy, who later became president of the trustees . 6 
The Peabody Institute of the City of Baltimore 
comprised four main units, which originally were to have 
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been under the direction of the Maryland Historical Society,7 
of which Peabody was an important member, but the Institute 
8 
was finally placed under a board of twenty- five trustees . 
The first department mentioned by Peabody in his 
Founding Letter of 1857 wa s the Library, which was financed 
by a separate part of the original endowment.9 The 
Library building, started in 1857, was completed in 1858-59, 
but was not opened because Peabody was in Europe . Opera-
tional plans were further postponed by the Civil War, 
although the volumes kept accumulating, and the Library was 
formally opened on October 25th, 1866, with 15,000 books 
on hand . 10 
6Parker, op. cit . , pp . 424- 25, considered Kennedy 
the Conceiver of the plan . 
7Ibid., p. 440 . 
8Peabody 1 s concern for the success of the project 
was shown not only by the original grant of $300,000, but 
by the list of 200 alternate trustees from which vacancies 
of the original 25 could be quickly filled. 
9watson, op . cit . , p. 5 . 
10
"The Peabody Institute Library," The Peabody 
Bulletin, 36, 1, p. 29 . The library contained 270,000 
volumes in 1955 . Cf . Peabody Conservatory of Music Catalogue, 
1955-56, p . 5. 
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The second section of the Institute comprised the 
Lectures, which were given by men of science, art, and 
. 11 l~terature, and which were continued until about 1910. 
It was then felt that the Johns Hopkins University lectures 
and those of both the Academy of Sciences and the Historical 
Society were satisfying the needs of the Baltimore citizens 
and that therefore , the moneys usually expended for the 
lecture series could beneficially be diverted to the 
12 Library and the Conservatory. 
The fourth13 division of the Institute was the Art 
Gallery 11in the Department of Painting and Statuary . nl4 
This cultural branch served its function for many years, 
after a slow start, 15 but it was gradually dwarfed by the 
11sidney Lanier, who played first flute for five 
seasons in the Baltimore Symphony Orchestra under Hamerik, 
the second director of the Academy of Music, gave a series 
of lectures on "Elizabethan Literature" in 1878-79 . Cf. 
Aubrey H. Starke, "Sidney Lanier as a Musician, 11 Peabody 
Bulletin, 32, 1, (1935), p . 13 . 
12cf . Watson, £R• cit ., p . 4 . 
13The third, in George Peabody's letter of February 
12, 1857, was the Academy of Music, which is placed out of 
the original sequence in order to treat it more fully. 
14 Letter of George Peabody (1857), ~· cit . , p. 10. 
l5Peabody Institute, Address of the President to 
the Board of Trustees on the Organization and Government of 
the InstitUte, February-1~1870, John P. Kennedy, President, 
p . 20 . 
Baltimore Museum of Art, so that it ceased to exist in 
1924, 16 and the objets d'art were stored17 or placed in 
various locations in the Conservatory and Library. 
The Peabody Conservatory of Music 
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The Peabody Conservatory of Music was originally 
called Academy of Music by George Peabody, and by which 
ter.m it was designated until 1874. 18 Although it had been 
the first important conservatory to be conceived on a grand 
scale in North America, it was not the first to open its 
doors. In fact, it was preceded two years by the Peabody 
Concerts, which date from 1866 and which have been presented 
without interruption since the first series. 19 
16"The Peabody Institute of Art," The Peabody 
Bulletin, 36, 1, (1939), p. 29 . 
17watson, ~· cit ., p. 4. Also cf. 48th Annual 
Report of the Peabooy 'InStitute of the City of Baltimore 
(B· ltimoreT"Year ending May 31, 1915},' p. 23. "The Gallery 
of Art had 36,359 visitors (free) in 1915." The Annual 
Reports ceased to be published in 1916. 
18aeorge Peabody had been permanently settled in 
London for twenty years prior to his 1856-57 visit to America, 
hence the English term for a music school. Also cf. Madeira, 
op . cit., pp. 113-14, for George Peabody was a Massachusetts 
trade convention attendant in Philadelphia's Musical Fund 
Hall, c. 1830, and possibly he became familiar with the 
Musical Fund Society's Academy of Music. 
19watson, op. cit., p. 5, referred to these as 
"Peabody Conservatory Recitals," while Farwell and Darby, 
~· cit . , p. 247, dated the Peabody concerts from 1865, and 
considered the series of eight annual performances to be 
the conservatory's "chief contribution to American musical 
education. 11 
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Upon opening in 1868, the Academy of Music committee 
of the trustees wrote: 
Here music has for the first time in our country 
been brought into a system of education, as a coordi-
nate element to hold an equal rank with the other 
teachings of the University. We believe, in no other 
institution of note among us has music been assigned a 
seat in such alliance with philosophy. It is reviving 
the thought and practice of classic Greece, and carries 
us back to the Republic of Plato and the Academy of 
Athens.20 
21 
As Wager has noted, the report was not quite 
accurate, but its grandiose scope was not to be denied. 
That the Academy of Music was designed to provide a higher 
musical education in this country was clearly expressed in 
the first catalogue whose opening paragraph read: 
In pursuance of the design of the Founder, 11 to 
furnish that sort of instruction, under able teachers, 
in the theory and higher branches of music, for which 
there has heretofore been no provision, and which 
students have been obliged to seek abroad, rr the .Academy 
is now organized substantially o~2the plans of the great European Schools of Music. 
20The Peabody Institute of the City of Baltimore: 
The FoundeFTS Letters and the Papers-Rerat:rng-to Its 
Tieaication and Its History-rnaltimore: Boyle, !S6BT, p. 2. 
An earlier academy of music was opened by John Hill Hewitt 
(1801-1890) the eldest son of James Hewitt in Baltimore, in 
mid-century. This well-known poet and ballad composer 
offered guitar, flute .and other instruments. Cf. Lubov Keefer 
Baltimore's Music {Baltimore: 1952) pp. 143 and 154. Also 
cf'. Howard, op. cit., pp. 164-169. 
21Willis J. Wager and Earl J. McGrath, Liberal 
Education and Music (New York: Published for the Institute 
of Higher Education by Teachers College of Columbia Univer-
sity, 1962), p. 20. 
22Academy of Music of the Peabody Institute of the 
City of Baltimore "{lja!timore! -september 15, 1868), p. r.--
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Thepamphlet went on to describe a course of "at 
least three years" with three main divisions, each of which 
was "arranged by the Director in classes of three grades, 
A, B, c. "23 For an annual tuition charge of $60 . 00, the 
pupils of the First Division followed a course of Instruc-
tion in: 
• • • Singing or Instrumental Music, including 
admission to the Private and Public Concerts of the 
Academy • • • 
Pupils will be entitled to receive 
72 Special class lessons in Singing or Instrumental 
Music . 
36 General Class Lessons {Solfeggio or Thorough 
Bass) 
36 Lectures on the Development of the Voice, 
.Articulation, Analysis, Expression, etc . 
144 Lessons and Lectures 
12 Private Concerts4 12 Public concerts2 
The Second Division, with an $80 . 00 tuition fee, 
offered courses in Instruction in Singing or Instrumental 
Music, "and in the Theory of Music," along with the concert 
privileges . The old offerings and new additions read: 
72 Special Class lessons in Singing or Instrumental 
Music. 
36 General Class lessons, Solfeggio and Declamation 
for Singing Classes; 
Harmony, Counterpoint and Composition for Instru-
mental classes . 
23Ibid. , pp. 11-18, which contained nineteen "Laws 
of the Academy. 11 This was Law VI. 
24Ibid. , p. 3. 
36 Lectures on Musical History and Literature, 
Church Music, and other subjects . 
36 Rehearsals in the Chorus Class . 
36 Italian Lessons . 
~Lessons and Lectures 
12 Private Concerts 
12 Public Concerts. 25 
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The Third Division was the most intensive and exten-
sive in the Academy, for it presented full courses in both 
Singing and Instrumental Music , which added 72 Special 
Class Lessons to the Second Division . The $100 . 00 cost was 
payable in advance semi- annually, for the Academy year was 
divided into two terms, beginning the first week in October, 
and ending the last week of June . 26 For this, the pupils 
were "entitled to receive : " 
72 Special Class Lessons in Singing 
72 Special Class Lessons in Instrumental Music 
36 General Class Lessons (same as Div. 2) 
36 Lectures (Same as Div . 2) 
36 Rehearsals (Same as Div . 2) 
36 Italian Lessons 
~Lessons and Lectures 
12 Private Concert~7 12 Public Concerts 
There were also Divisions 4 and 5, which were probably 
established for the adult amateurs in the city who were 
interested in music theory or chorus, for no applied 
25Ibid., p. 4. 
26Ibid . , Law V. 
27Ibid., p. 5 . 
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instruction was included. Division 4 gave a course of 
instruction in Theory, Harmony, Counterpoint, Instrumenta-
tion, and admission to the 24 Private and Public Lectures, 
for an annual payment of $30 . oo . 28 
The admission to Division 5 was $10 . 00 for gentlemen, 
and only $5 . 00 for ladies . This was the Chorus Class, which 
met for 36 rehearsals, and 12 public concerts, with the 
Privilege of attending the 36 Lectures of the voice majors 
of Division 1. 29 There v1ere three faculty members listed in 
the first catalogue : Professor B. Courlaender (A Dane), was 
11 Chief of the Piano Forte Instruction," Professor H. Allen 
was "Chief of the Violin Instruction," and the Director was 
Lucien H. Southard (1827- 1881) , who had "personal charge of 
30 the Vocal Instruction, Organ, and Harmony Classes . " 
Southard had been a supervisor of the Boston public schools 
from 1851- 1858 and was known as t he composer of an opera 
The Scarlet Lett~ (1855), several school and choral books, 
co- edited with B. F. Baker, a Course in Harmony (1855) , and 
two masses (1897) . He was the first organizer of the Peabody 
orchestra, upon which foundation the following director, 
Hammerick, was to build a fine artistic organization . 31 
28Ibid., p. 6. 
29 7. Ibid., p. 
30 8. Ibid . , p. 
31 "Lucien H. Southard, 11 Grove ' s Dictionary of Music 
and Musicians, American Supplement , op . cit . , VI, p. 366 . 
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The term "private lesson" was not used anywhere in 
the catalogue, but specific references to class lessons, or 
what was generally called "the conservatory system," were 
made in the descriptions of the. first three divisions, and 
in Number X of Laws of the Academy, which stated clearly: 
In addition to the general instruction, lectures, 
etc., given ln th.e general classes, each class will 
receive a lesson of an hour duration, twice a week, the 
number in each class being limited as follows: in the 
instrumental and more advanced singing classes, from 
four to six; in the Solfeggio, Choral, Harmony, Language, 
and Declamation Classes, number not limited, to be deter-
mined by the Director according to the progress and 
ability of the pupils, and the best interests of the 
class • .:>2 
These class lessons were commonly found in the 
European conservatories of the day, especially in those of 
Germany, and the techniques of the master classes of 
virtuosi such as Liszt, were emulated, at least in their 
early years by the American conservatories. 
At "the Peabody," a pupil who completed the course 
of instruction in any of the first three divisions, "to the 
satisfaction of the Director and the Conunittee," was awarded 
a diploma. 33 The Academy of Music progressed well, accor-
ding to the report of the President of the Trustees in 187o. 34 
32Academy of Music (Catalogue, 1868, ~· cit.,), 
Law No. X. D-
33~., Law No. XIII. 
34Peabody Institute, Address of the President (1870), 
~· cit., pp. 18-·19 . 
238 
Financially~ its expenses were partially returned in the 
form of concert admissions and tuition receipts . The 
annual report~ concerning the Academy of Music showed: 
Academy of Music - Expenses past year - $14~319 . 69. 
Receipts: Concerts $3~732.58 
Tuition 5~443 . 75 
Net expenses of Academy $ 5~143.36.35 
This report reveals that the concerts were well 
attended~ that the Academy enrollment was encouraging, and 
that the Academy of Music returned some money to the general 
Institute Fund, which the free Lectures and the Library 
36 
could not do . George Peabody ' s total benefaction to 
Baltimore totalled about $1 . 4 million, while a later be-
quest of J . Wilson Leakin added another $1.3 million to 
the Institute's endowment . 37 
The second Director of the Academy of Music was 
Asger Hamerik (1843-1923), a Dane and a cousin of Emil 
35 Ibid., p. 25. 
36The Art Gallery had not yet materialized. 
37The Peabody Notes, 3, Spring, 1943, p. 1. In 1857, 
the founding year of the Institute in Baltimore, George 
Peabody had also donated $3 million to London for housing 
the poor, which gift resulted in the construction of four 
blocks of buildings in Islington. He later refused a 
Baronetcy from the British Government, but upon death, 
Peabody's body lay in famed Westminster Abbey, from November 
12 until December 11, 1869, before shipment home to Massa-
chusetts. He was the first citizen of another nation to be 
accorded such a high honor by England. Cf. Warren 
BDr nscheurer, "George Peabody--Pioneer Benefactor," The 
Peabody Bulletin, 35, 2, Iv'Iay, 1939, p. 22. 
239 
Hartmann who was the brother-in-law of Gade. Hamerik had 
studied composition under Gade and Haberbier in Copenhagen~ 
piano under von Billow in Berlin~ and orchestration with 
Berlioz in Paris~ 38 and he produced one of his four operas 
"La Vendetta~ 11 in Milan in 1870. In 1871-72, he succeeded 
Southard39 as Director and remained its head until 1898, 
when he returned to Copenhagen. 
Under Hamerik, the courses of instruction were 
strengthened, the orchestral concerts, while fewer in 
number each season, were of a surprisingly high standard. 
Although Hamerik had come under a heavy German influence, 
his study in Italy and France had broadened his experience 
40 
so uhat his programs were balanced . During his long 
directorship of 27 years, he continually played and 
encouraged the performance of American works, including 
38Edwin Evans~ ''Asger Hamerik, 11 Grove 1 s Dictionary 
of Music and Musicians, (1926), II, pp. 277-78. Hamerik 
claimed tOJhave been Berlioz' sole pupil for several years. 
Asger's brother Angul (1848-1931) spelled the family name 
Hammerich, and was Professor of Musical Science at Copenhagen 
University from 1896. Also cf. Lubov Keefer, Baltimore's 
Music (Baltimore: 1962) p. 177, where the possibility was 
offered that von Billow had been approached first to head the 
Peabody Conservatory. A further inference was that he 
encouraged Hamerik to take the position. 
39southard, a Yankee and a Union Veteran was never 
really taken to heart by the "Monumental City 11 despite his 
earnest efforts. cr. Keefer, ibid., pp. 167-169 and 
Louis Cheslock, "Baltimore Renaissance," Musical America, 
LXXXIII, 4 (April, 1963), p. 11. 
4
°Keefer, ibid., pp. x and 179. 
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several by Peabody graduates, in the student rectials and 
concerts, and in his own orchestral concerts. 
The new catalogue of 1871-72 listed Hamerik as 
Director, and Professor Albert Holland as Chief of Wind 
Instrument Instruction. The fourteen-page annual also 
contained other small but significant changes, which pointed 
to a more professional and European flavor. For example, 
11 Instruction in the .Art of Singing" consisting of two 
41 
regular class lessons of an hour each per week, replaced 
the "72 special class lessons in singing. 11 The 5th cata-
logue of 1872-73, added a new phrase to Rule XIII, which 
read, (with new words underlined for this paper): 
A student who shall have completed the whole course 
of instruction of three years, to the satisfaction of 
the Director and tti~ Committee shall be entitled to 
receive a diploma. 
Rule XI also required a general class lesson in 
addition to the two special class lessons each week, without 
raising the tuition fee. 43 
The announcement for the following year was the first 
to contain 11Requisites for .Admission, 11 which ostensibly 
41Academy of Music of the Peabody Institute of the 
City of Baltlmore,~rogramme-8na-Terms of Instruction;I87l-
2, {BaTtimore: September, I87TT, pp. 1;-4 and 5. 
42Academy of Music of the Peabody Institute of the 
illl_ of ~altimore, trrogrammeand Terms of' Instruction; 18'(2-
3, tBalt~more: September, 1872), p. 15. . 
43Ibid. 
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were too difficult, for they were omitted from the catalogue 
of 1876-7. :Admission to the Orchestral Class required: 
Ability to play at sight, a part in any easy 
Overture or Symphony of the Classical School. A 
knowledge of musical notation, time, rhythm, and of 
the names of the major and minor keys. 
On the same page, the Piano requisites were: 
• • • a knowledge of musical notation, time, rhythm, 
and the names of the major and minor keys. (Performance 
of) selections of technical studies by Plaidy, First 
Part of the Studies of Velocity by Czerny44 Easy sonatas, school of Haydn, Mozart, Kuhlau . 
Hamerik's background is again reflected in the name 
change of the school which was thereafter officially known 
as trconservatory of Music of the Peabody Institute of the 
City of Baltimore . u45 He was listed as Director, Vocal 
Instructor and Instructor of the Theory of Music . Holland's 
name was omitted and all references in previous catalogues 
Which had referred to the u.Academy of Music" were changed 
to read "Conservatory of Music ."46 
In the next decade, the school prospered, and several 
important faculty members were attracted to the staff, 
among whom were: Paolo Baraldi (Barcelona), voice; Nanette 
44Academy of Music, Course and Terms of Instruction, 
1873- 4, (Baltimore : 1873) , p. 6. 
45conservatory of Music of the Peabody Institute of 
the City of Baltimore, !'814-5, (Ira'ltimore : September, 1872+), 
Cover and p. 1. 
46~., et passim. 
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Falk- Auerbach (Germany), piano; 47 Miss Elisa Baraldi, 
voice; 48 Fritz Fincke (Germany) , voice and choral conduct-
ing;49 Carl Faelten (Germany), piano; and Fritz Gaul 
(Germany), violin . 50 Hamerik ' s report to the Trustees 
in 1876 praised the faculty and continued with : 
The Conservatory is in a flourishing state, the piano 
department can compete with the most advanced conser-
vatories in the United States, and even talent has 
been shown in theory and composition . The vocal 
classes are trained entirely in the Italian School.51 
As conductor of the Peabody Concerts, Hamerik was 
able to introduce and feature many unusual works. Beginning 
in 1883- 4, the school catalogue included the Director's 
Annual Report . These interesting items were part of the 
summary of that catalogue: American works played at the 
Peabody Concerts were Edwin Jones• (former student at the 
Peabody Conservatory) Prelude to his Cantata "Song of Our 
Savior," and Adam Itzel Jr . 's arrangement for orchestra of 
47conservatory of Music of the Peabody Institute of 
The Citl of Baltimore, ~75-6 . , p. 2 . The Annual Membership 
Ttlie fourtn section of the courses of instruction), privileges 
were increased to include attendance at the Director's Weekly 
Lectures, in addition to attendance at all the Concerts and 
Rehearsals . Also cf : Peabody Institute, Conservatorl of 
Music , Annual Membership and Peabody Concerts, (Baltimore: 
October 29, 1878), 8 pp . ---
48 Catalogue of 1878- 9, p. 2. 
49catalogue of 1879-80, p. 2. 
5°catalogue, 1882-83, p . 2. 
51Peabody Institute, 9th Annual Re)ort of the Provost 
to~ Trustees, (Baltimore : June 1, 1876 , p. -s4-. --
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Liszt 1 s 12th Hungarian Rhapsody, "as his thesis on graduating 
at the close of last season . "52 Among those performing for 
the first time were Professor Carl Faelten of Frankfurt, 
• Germany, of the faculty; and Edmund Neupert, of Christiana, 
Norway, a student . 
Hamerik reported 76 Annual members, (at $10 each), 
and stressed the superiority of institutional training by 
explaining that: 
••• some former students, but many studying with 
private teachers (in Baltimore) took these tickets to 
secure the advantages offered by the symphony and 
chamber concerts, the lectures and the piano recitals . 53 
The student body of 143, of whom 12 were males, were mostly 
from Baltimore and its Maryland area, but there was one 
student each from Alabama, Louisiana, Texas, and Massachu-
setts . 54 
The curriculum was constantly becoming more specific 
in its requirements and contents . The Diploma required an 
examination before the 11Board of Musical Officers" after the 
completion of three years study, presumably one of the full 
courses . 55 While many of the standard music history topics 
52Peabody Catalogue, 1883- 84, p. 29 . Hamerik had 
conducted the f'irst concert of' exclusively American music 
in 1874. Cf . Lou~s Cheslock, ~· cit ., p. 12 . 
53Peabody Catalogue, 1883- 84, p. 21. 
54 Ibid. , pp . 32- 36 . 
55rbid . , p. 17 . Rule XIV was now sub-titled the 
"Graduate's Diploma . " 
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were given in Hamerik 1 s weekly lectures, exceptional ones 
were also found, such as: "The Skalds and Drapas of 
Iceland. "56 The four European students who attended the 
Conservatory attested to the widening reputation of the 
Peabody. The quality of program in the student recitals and 
concerts was consistently high, and it was noted that 
faculty members "also participated on several occasions."57 
The 1885- 86 Peabody Catalogue, which contained the 
Director's Report for the previous year, listed five stu-
dents who received "certificates of proficiency, and Elizabeth 
E. Starr of Baltimore, vocalist, who was awarded "a diploma 
of distinction in musical art e rr58 This catalogue omitted 
Gaul!s name from the faculty and added Richard Burmeister 
(Germany), as Piano Instructor, to replace Carl Faelten,59 
who had gone to the New England Conservatory in Boston. 
56Peabody Catalogue, 1884-85, pp . 21-2. 
57 4 Ibid., pp . 37- 2. Total student enrollment was 
175. Two were from Germany, one was from England, and one 
was from Norway. Faculty members who participated were: 
Rudolph Green, H. M. Jungnickel, Fred Hartleb, L. H. Fisher, 
G. Hafferkorn and Mr. A. F. Gibson, an amateur. 
58Peabody Catalogue, 1885-86, pp. 21-2. Page 24 of 
the XIXth year, 1886-7, named two others vvho had received 
this distinction in 1882 and Estelle Andrews (1886) ,who 
became a student at the Peabody at age 13 in 1881. Harold 
Randolph, an ex-student, gave a piano recital on May 7, 
1886, playing Bach, Schumann, Grieg, and Rubinstein. 
59Peabody Catalogue, 1885-6, p. 2 . 
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Hamerik used the Conservatory as a base for many of 
Baltimore ' s musical activities and resulting fame . He took 
the Peabody Orchestra on tour to New York, Philadelphia and 
Washington . He knew and hosted the European "greats" who 
included Baltimore in their American itineraries : Anton 
Rubinstein in 1872- 3; von Billow in 1875-6, and again in 
1889; Sir Arthur Sullivan, during the Christmas holidays of 
1879; and Tchaikowsky, who conducted one of his six 
American concerts i n Baltimore in 1891 . Other soloists at 
the Peabody during Hamerik 1 s reign included Joseffy, 
Sternberg, Ri v6- King , ~Ulhelmj , Bull , Paderewski , and 
de Pachmann . 
Hamerik 1 s fame as a composer was .based on five 
Northern Suites, seven titled symphonies, a "Jewish Trilogy," 
a rrchristian Trilogy," a Requiem, a Pontifical Mass , a Peace 
Hymn specially wr~tten for the Paris Exposition of 1878, a 
' cello Romance , and many other works . 
The high standards maintained by Hamerik in all 
facets of the Peabody ' s activities--curriculum, concert - fare, 
both student and professional, the selection and retention 
of faculty, and his own personal unbending artistic levels, 
in which he conceived of the Conservatory as a school for 
advanced musical students , 60 contributed to establish the 
60
nenoe Leedy, "Harold Randolph : The Man and 
Musician, rr Musical Quarterly, XXX, 2, (April, 1944), p. 201. 
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Peabody Conservatory as a major music training institution 
in the United States, parallel to many of its European 
sister schools . 
These factors, however, and the periodic economic 
depressions, paradoxically conspired to work against Hamerik, 
for the Trustees were gradually seeking to make the Conser-
vatory pay for itself . There was also much competition in 
Baltimore from other orchestras, local and touring. 61 
Harold Randolph (1861- 1927) , a student of the Peabody 
Conservatory who had studied piano under Auerbach (pupil of 
Clara Schumann) and Faelten (pupil of Liszt), and harmony 
and composition with Hamerik, joined the faculty in 1888, 
and became the Director in 1898 . Hamerik ' s return to Denmark 
was merely mentioned in the Annual Report of 1898, while 
Courlaender 1 s loss through death wa s undoubtedly more 
profoundly felt : 
A. Hamerik retired, left t he Conservatory on 
April 15, 1898 . (In) Professor Bernard Courlaender, 
who died on April 14, 1898, the Conservatory lost one 
of its oldest and most highly esteemed teachers . b2 
In 1893, a group of the alumni opened a Peabody 
Graduates ' Preparatory and High School of Music, with May 
61Keefer, op . cit ., p. 267 and footnote . 
62Peabody Institute, 31st Annual Report of the 
Provost to the Trustees , (Baltimore : The Deutch Company, 
June 1, Iff9~ p. 13 . Page 6 listed Harold Randolph as 
Di rector . Also cf . Keefer, ibid . , p. 235, Hamerik ' s oratorio 
Death, Life and Immortality, composed in 1897, was conducted 
by Josepn-Facne after Hamerik had embarked for his homeland . 
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Garretson Evans , (1866-1947), violinist and Baltimore Sun 
reporter, as its head . 63 The Alumni Association was 
64 formally launched in 1895, and as less than 10% of the 
students were males, it was thus necessarily a female 
monopoly . The Alumni quickly raised funds for scholarships, 
which had not been available under the original foundation, 
and recipients were expected to display their talent . The 
First Peabody Alumni Scholarship Recital was given on May 
19, 1896 by Clara Ascherfeld, pianist of Maryland, who held 
an alumni scholarship for three years . 65 
One of Randolph ' s first actions as Director in 1898 
was to effect the merger of the alumni ' s Preparatory and 
High School into the Conservatory administration as its 
Preparatory Department . This typically American move was 
a boon to the Conservatory for it consolidated many Peabody 
alumni with the Alma Mater . May Evans was named Superinten-
dent, which post she discharged successfully until 1930 . 
Maud Randolph, the Director's sister also taught and was 
named Examiner in the Preparatory Department, which was 
called "The Annex" when it became housed in a new location 
at the end of the century. 
63cheslock, ~· cit . , p . 12; and Keefer, op . cit . , 
p. 234 . 
64Keefer, ibid., p. 213 . 
65Recital Program in unpaginated personal scrapbook 
which was donated to the Peabody Library by Clara Ascherfeld . 
With Randolph ' s management, the class system of 
instruction gradually began to be supplanted by private 
lessons . The 33rd Catalogue of 1900- 01 showed the first 
Signs of a change in this basic system of conservatory 
instruction when it read : 
System of Instruction 
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Instrumental and vocal instruction is given in 
classes of 2, 3, or 4, or privately, according to the 
needs of the pupil . Experience has taught that in the 
majority of cases the most satisf9ctory results can 
be obtained in class lessons •• • b6 
This pamphlet also showed three levels of the Preparatory 
Department : Elementary, Junior and Intermediate; and three 
lev~ls of the regular Conservatory course: Advanced, Senior 
and Graduate . There was no prescribed number of years for 
a course, but : 
• • • candidates shall have passed a successful 
examination in such supplementary studies as are , in 
the opinion of the67aculty, necessary for a thorough musical education . · 
The academic year of eight months allowed two class 
lessons per week of an hour each . There were two or more 
students in applied classes, six in classes such as harmony, 
and 11eight or more 11 in solfege . 68 
66Peabody Catalogue, 1900- 1901, p . 5 . Underscoring 
not in the original . P. 3 of the same catalogue listed a 
Preparatory Faculty of 15, of whom 10 were teachers of piano . 
67Ibid. , p . 6. 11 The Conservatory does not take 
boarders . 11 p . 17. 
68Ibid . , pp . 7-8 . 
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The addition of the Preparatory Department afforded 
the opportunity of granting a Teachers ' Certificate, and it 
Offered the intramural convenience of requiring candidates 
for that certificate to give one hour each week of applied 
instruction "without remuneration . "69 The Preparatory 
Department also gave lessons with four students in a class 
of one hour duration, or one private half-hour lesson per 
week. 7° New classes were given in piano sight-reading, and 
lectures in acoustics, as part of the History of Music free 
course , were delivered by Dr . Joseph S. Ames, Professor of 
Physics at the Johns Hopkins University . 71 
The 39th Peabody catalogue contained many pertinent 
facts and statistics which demonstrated the Conservatory's 
widening scope, and the philosophy of the administration . 
While explaining the Conservatory ' s unique freedom from 
monetary considerations because "it is practically the only 
endowed institution in this country, rr which allowed it to 
maintain a higher standard of graduation 11 than any of its 
fellow conservatories . "72 A small chart was included 
69Peabody Catalogue, 1905- 06, p . 7 . 
70Ibid., p . 9 . 
7libid .. , p . 16 . 
72Peabody Catalogue, 1906- 07, p. 4. 
several pages later which exhibited increased enrollment 
since 1898, the year of Randolph's accession: 
Year 
1898-99 
1899-1900 
1902-03 
1905-06 
Number of Pupils 
606 
657 
880 
1,07573 
This device, of showing total enrollment, which 
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included Preparatory students, had been frequently used by 
many non-endowed pecuniary-minded conservatories, both large 
and small, in this period, to attract more students. 
For the first time, specific instructors were listed 
for German, Italian, French, and a class in English. 74 Since 
the first Peabody Diplomas were awarded in 1882, there had 
been a total of 24 granted through 1906; while the Teacher's 
Certificate which was begun in 1899, was gained by 63 
recipients. 75 
Harold Randolph's musical education was unusual in 
that he had received all his schooling at the Peabody, for 
he was "an American Musician trained in .America.rr76 His 
teachers, however, were all Europeans, and he felt that 
native schools, while developing steadily, could only attain 
73Ibid., p. 7. 
74 . IbJ.d., p. 28e 
75Ibid., p. 40. 
76Leedy, 
.£2.· cit., p • 199. 
high professional stature by a continuous importation of 
successful European artist- talent . 77 
An analysis of the fourteen Peabody instructors' 
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backgrounds, whose professional biographies were outlined 
in the 1906- 07 Catalogue, readily disclosed the Director's 
intentions and beliefs . Of the six native-born teachers, 
Randolph himself was the only one with no European study. 
The other five American musicians had received training in 
Berlin, Leipzig, or Paris . Minna D. Hill (Piano), who was 
the only other Peabody alumnus, had done advanced study in 
Berlin . Although Otis Boise had been born in Oberlin, in 
1844, he had left Ohio in 1861, before the beginning of the 
Oberlin Conservatory, to study at Leipzig. He returned to 
America to teach, first in Cleveland, and then at the New 
York Conservatory before another stretch in Berlin, where he 
taught theory for thirteen years . In 1901, he was engaged 
to teach theory and composition at the Peabody where he 
remained until his death in 1912 . 
Of the eight foreign- born musi cians, their musical 
education is revealed in the following order of frequency: 
Dutch Conservatories 4 
Berlin, Conservatories 
and private teachers 2 
Leipzig 2 
Copenhagen 1 
77Keefer, op . cit . , p. 268 . 
Weimar 
Vienna 
Milan 
1 
1 
178 
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The European background is instantly evident, even among the 
smaller group of American teachers . 
As the enrollment increased79 and the faculty was 
enlarged, 80 many changes developed in the next score of 
years under Randolph ' s leadership which pointed to the 
maturation of the school into a musical institution of 
higher education and broader influence, which still adhered 
to and indeed, strengthened the Founder ' s \'lishes . "It is the 
object of the Conservatory to turn out well- rounded musicians, " 
read an announcement of the period . 81 Of the total number 
of 1287 pupils registered for the academic year of 1913- 14, 
78Peabody Catalogue, 1906- 07 , pp . 22- 27 . Many of 
the instructors had studied at more than one conservatory 
or location . The Australian Ernest Hucheson, who was head 
of the Peabody Piano Department from 1900-1912, had been 
trained in Leipzig and ltleimar . 
79Peabody Catalogue, 1908- 09 , p . 7, 1223 pupils . 
1915- 16, P• 9, 1318 II 
1917- 18, p . 8, 1444 
1920- 21 , p . 9, 2215 
1921-22, p . 11, 2437 
1928- 29, p . 25, 2863 
80 
81 
II If II 
II If If 
If fl If 
II fl II 
Peabody Catalogue, 1~06-07 , pp . 22-27, 14 Teachers . 
48th Annual Report, ay 31, 1915, p . 7,29 (Faculty: 
11, Associate Professors : 18) . 
Peabody Catalogue 1917- 18, p . 8, 71 Teachers 
1920- 21, p . 9, 83 If 
1927-28, p . 25, 106 ~ II ll 
Peabody Catalogue, 1914- 15, p . 10 . 
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640 took part in student recitals and concerts at the 
Conservatory. Other figures show that 26 courses were 
given, and there were 538 students in the Musical Apprecia-
tion courses; the Women ' s Chorus Class had 100 members, 
while the Children ' s Singing Class had 71 . In all there 
were 315 Peabody Concerts given during the year, which 
series were begun in 1866, as one of the four sections of 
the original Institute . 82 
In 1911- 12, the first course in Public School Music 
was offered, 83 in addition to the older applied Teacher ' s 
Certificates . The aim was to equip supervisors and teachers 
of music for public school work, and special practice 
teaching ("Normal 11 ) arrangements were made with the School 
Board of Baltimore . No time limit was set for the completion 
of the course , but special requirements beyond the general 
requirements for all Teacher ' s Certificates read: 
Ability to sing and play at sight songs of moderate 
difficulty, (a fine voice is not necessary for this) . 
Knowledge of the child- voice and song literature for 
children . Ability to teach as demonstratgg by practical 
work in the grades of the Public Schools . 
82 Peabody Catalogue, 1914- 15, p. 9 . 
83Peabody Catalogue, 1911- 12, p. 12 . All the practice-
teaching was under Henrietta G. Baker , who was Supervisor 
of Music in the Public Schools; cf . Peabody Catalogue, 1912-
13, p. 11 .. 
84Peabody Catalogue, 1911- 12, p. 35 . 
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Three years later, more stringent requisities 
included : singing, accompanying and transposing at sight, 
part- singing at sight , and keyboard harmonizing of simple 
85 
melodies . 
The long campaign against the basic "conservatory or 
class system" of instruction was finally achieved by the 
45th year of the Peabody Conservatory when the description 
of the program of instruction specified: 
Instrumental and vocal instruction is given 
chiefly in private lessons . Instruction in supple86 mentary studies is given chiefly in class lessons . 
The Conservatory operated an active Concert Bureau 
which booked 73 major engagements of Peabody artists in one 
season, covering eleven states beyond Maryland, in addition 
to hundreds of other recitals in metropolitan Baltimore . 87 
The Peabody also established a Teachers Appointment Bureau 
(Placement Service) in 1915 . 88 
The first Summer School df six weeks was held in 
1912, 89 and two years later, an Extension Department of the 
85Peabody Catalogue, 1914- 15, p. 36. Beginning in 
1912, the catalogues were called Yearbooks, but the term 
catalogue will be used throughout t hi s chapter, for unifoP-
mity . 
Public 
in all 
Page 37 of this catalogue explained that " •• • in 
School Music, the Diploma is for Supervisor of Music, 
grades of High Schools and Elementary Schools . " 
86 Peabody Catalogue, 1912- 13, p . 9 . 
87Ibid . , p. 24 . 
88 Peabody Catalogue, 1915-16, p. 14. 
89Peabody Catalogue, 1912-13, p. 12. 
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Preparatory Department gave Music Appreciation Lectures, 
Recitals, Singing Classes, and founded a Bureau of Community 
Singing.9° This latter move was in support of a municipal 
sponsorship of community singing with band concerts in the 
city parks, and in other civic centers. Although Baltimore's 
Park Concerts had begun in 1865, and a Park Band was authorized 
in 1900, it was under the administration of Mayor James H. 
Preston (Office from 1911-1919) that city support for musi-
cal-cultural projects and other services was unmistakably 
enunciated when he said: 
The people of Baltimore are entitled to municipal 
symphony orchestras, municipal opera, municipal 
organizations which provide for individual aesthetic 
development, just as they are entitled to municipal 
service in education, sanitation and public safety.91 
The Peabody and the city were fortunate when Harold 
Randolph invited Gustav Strube, who had been conductor of 
the Boston Pops, and violinist and concertmaster in the 
Boston Symphony Orchestra, to the Department of Harmony 
and Composition at Peabody in 1913. He became the first 
director of the newly formed Baltimore Symphony Orchestra 
for its debut in 1916. This first municipally-supported 
symphony orchestra in the nation was conducted by Strube 
90Peabody Catalogue, 1915-16, p. 12. 
91Kenneth s. Clark, Baltimore, Cradle of Municipal 
Music (Baltimore: City, 1941), pp. 6, 7 and 1~ 
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in many memorable concerts until hi s resignation in 1930 . 92 
In 1915, the Peabody Conservatory became the first 
independent music school to establish a Research Department 
in Music, to which Otto Ortmann devoted much of his 
scholarly efforts, especially in the acoustical .and 
Psychological fields of investigation . The 1918-19 cata-
logue announced a test "for voca t ional guidance" as being 
readied by Ortmann's committee "which is an attempt to 
formulate a standardized measure of musical talent."93 
An important function of the Preparatory Department 
not unli~e the system of succursalia in France, can be 
deduced in the following excerpt from the 1916-17 
Catalogue : 
Pupils who pass the second Intermediate Examination 
in the Preparatory Department , are eligible for admis-
sion to the Main Department of the Conservatory. 
Pupils who have not studied in the Preparatory 
Department, will be admitted to the Main Department 
after a Written and a Practical examination •• • 9~ 
92Gustav Klemm, 11 Gustav Strube : The Man and the 
Musician, 11 Musical Quarterly, XXVIII, 3, (July, 1942), p. 
289 . The German Strube had a strong conservatory background, 
having studied at Leipzig, and having taught violin for a 
short time at the Mannheim Conservatory . He came to Boston 
to play with Nikisch in the Boston Symphony Orchestra, and 
he conducted the Worcester (Mass . ) Festivals from 1909-1916 . 
As Lanier had written a poem called "Symphony, 11 Strube 
composed a "Lanier Symphony 11 in 1921 . Randolph's successor 
Ortmann was a pupil of Strube . 
93Peabody Catalogue, 1918- 19, p. 41 . 
94Peabody Catalogue, 1916- 17, p . 39 . 
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The pattern of continual expansion and growth in 
stature under Randolph, was also evident when the Conserva-
tory's academic credits were accepted by other institutions. 
The Johns Hopkins University agreed to accept "certain 
prescribed Peabody courses in music" for its candidates in 
the Bachelor of Science degree program, and Friends School, 
Girl's Latin School, The Park School, and the Roland Park 
Country Day School college preparatory schools gave credit 
for Peabody Music courses. 95 Academic credit agreements 
were extended to the following schools in 1920: The Baltimore 
City College, Eastern High School, and Western High Schoo1. 96 
As a mutual convenience, Peabody Branches were maintained at 
Garrison Forest School, the Park School, and Roland Park 
Country Schoo1. 97 
A trend in the direction of recognizing more advanced 
work for soloists brought forth the Artist's Diploma which 
demanded a "higher general standard of musicianship, as it 
is open only to those showing some real fitness for a 
virtuoso career.rr98 
Degrees were first offered in the last year of 
Randolph's directorship, capstoning the remarkable growth 
95 4 Ibid., p. 2 • 
96 Peabody Catalogue, 1920-21, p. 12. 
97 Ibid., p. 13. 
98Peabody Catalogue, 1924-25, p. 39. 
of the school during his administration, which saw it 
develop from a small conservatory with some financial 
difficulties, to a larger degree-granting American college 
of music with 2800 students and over 100 teachers. 
Although degrees were new in the independent 
conservatories, they were not welcomed rejoicingly by all, 
for there were feelings expressed to keep the college and 
its work separated from the conservatory and its work. In 
a speech given in Louisville, Kentucky in October, 1929, 
John Erskine, Director of the JU[liard Foundation, warned 
that "the conservatory shouldn't be in the college."99 
Even the Peabody's opening announcement bore a 
sotto voce apology: 
The Conservatory has had under consideration for 
some time past the granting of degrees, since the 
demand for them on the part of students--due chiefly 
to the growing importance attached to them by academic 
and state authorities--can no longer be disregarded . 00 
The entrance requirements for the four year course 
leading to the Bachelor of Music degree were the usual 15 
High school units, three of which were allowed in music, 
and theoretical knowledge of elementary theory including 
notation, key signatures and the formation of scales. A 
further requirement specified a certain level of proficiency, 
99Peabody Bulletin, 27, 2, (1931), p. 30. 
100Peabody Catalogue, 1927-28 (60th Year), p. 28. 
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depending on the specialty. For example, the fourth grade 
level was the determinant for admission in Applied Piano, 
providing the other requisites were satisfied. Advanced 
credit was allowed by passing examinations e101 
The general culture subjects were allotted a minimum 
of 18 credits, and a maximum of 30 : 6 in English, and 6 in 
a foreign language were necessary . None of the long list of 
musical subjects was reckoned in semester hour credits, 
. 102 
except for School Music maJors . 
The Preparatory Department , housed in the new Leakin 
Hall in 1925, was afforded the spaciousness of a much 
broader program . The levels of advancement were : 
Young Beginner ' s Grade 
1st Elementary Grade 
2nd Elementary Grade 
Junior Grade 
1st High Grade 
2nd High Grade 
3rd High Grade 
4th High Grade 
There were children ' s choirs, adult choirs, a 
· h t d · · d 1 t orchestras . 103 sen~or ore es ra, an JUn~or an e emen ary 
The new Director Otto Ortmann ' s special interest in 
scholarly scientific work was obvious early in his management, 
for plans to publish a psychological journal devoted to 
research problems in music, mentioned in the 1928-29 
101Ibid . 
102Ibid. , p . 30 . 
103Peabody Catalogue, 1926- 27, pp . 44-6, and 53-4 . 
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Catalogue, resulted in five monographs listed in the 1930-
104 31 catalogue . 
Ortmann however, like Randolph, was a professional 
product of the Peabody Conservatory, having received his 
Artist Diploma in Composition in 1917 . 105 He stated clearly 
his educational beliefs and the Peabody ' s role, when he wrote: 
The Peabody Conservatory has never commercialized 
art . Pupils are admitted only upon examination, their 
work is carefully planned to fit the individual, and 
they are frankly advised as to their progress and their 
musical possibilities . • • 
The development of the Peabody Conservatory of Music 
has resulted primarily from a pol icy of administration 
which has been musically progressive without being 
radical, thoroughly alert to gew values, yet awake to 
the traditions of the past . l O 
In the Bachelor of Science Degree with Music as 
Major, which was given in cooperati on with the Johns 
Hopkins University, 60 of the required 120 points were given 
for musical subjects . There were four divisions of the 
credits : 
1 . Music courses , 46 points , taken at Peabody 
2 . Teaching courses in music , 14 points, 
taken at Peabody . 
3 . Education minor, 14 poi nts , taken at the 
University . 
4 . Electives sufficient to complete 120 points, 
taken at the University . l07 
l04Peabod~ Catalogue, 1928- 29 , p. 25; Peabody Catalogue, 
1930- 31, p . 26 . ~ course in the Ps ychology of Music was first 
listed in the 1929- 30 Catalogue q . v. p . 19 . 
105 ( Peabody Bulletin, 38, 1, Fall , 1944) p. 4 . 
106 Peabody Catalogue, 1928- 29 , pp . 5- 6 . 
107Peabody Bulletin, 28, 1, (December, 1931) , p. 33 . 
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The first Bachelor of Music degrees at Peabody 
Conservatory were awarded to Emily Virginia Blair, in 
1929, Yvonne Biser in 1930108 and Doris G. Wright in 
1931. 109 
In 1934, Peabody Conservatory began allowing credit 
for academic courses which were taken by its students at 
Goucher College, 110 and in the following year, Goucher 
reciprocated by accepting for credit, musical courses taken 
by its students at Peabody, to the extent of one third of 
111 
the A. B. course. 
The Peabody Conservatory first announced the Master 
of Music degree in 1935, which required a B. M. or B. A. 
with music as major, and: 
l08Peabody Catalogue, 1931- 32, pp. 72 and 80. 
109 
Peabody Catalogue, 1932- 33, p. 80. Also cf. 
Martha Louise Tovell, "Teacher Training in Public School 
Music," a Bachelor of Music Thesis, Peabody Conservatory, 
1933, which was summarized in Peabody Bulletin, 30, 2, 
(May, 1934), p. 42. This type of institutional affiliation 
which existed between Rochester University and the Eastman 
School of Music; Detroit Teachers College and the Detroit 
Conservatory of Music; Teachers College of the University 
of Cincinnati and the Cincinnati Conservatory of Music; 
Western Reserve University and the Cleveland Institute of 
Music; was the basis for the cooperation between the Johns 
Hopkins University and the Peabody Conservatory of Music. 
110Peabody Catalogue, 1934-35, p . 25. Goucher 
College (1885) is a liberal arts college for women. 
lllpeabody Catalogue, 1935-36, pp . 25 and 39. 
Languages, 
Aesthetics and the History of Art, 
A Thesis, 11 presenting some original contribution 
to music education,rrll2 
A public recital, 
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One additional year of work in the first minor 
3 offered, and the choice of a second minor.ll 
The economic effects of the Great Depression were 
markedly noticed in the drop of enrollments through the 
decade, but the finances of the Peabody Institute continued 
to be wisely administered, thus sustaining the Conservatory 
through some difficult years. The registration statistics 
for three selected years of this period revealed the financial 
straits of the music school: 
Academic year 1929-30 
1936-37 
2732 Pupils (706 in 
Advanced, 2102 in 
Preparatory), 76 
were enrolled in 
both divisions. 
103 Teachers. 
639 Peabody Concerts.ll4 
1535 Pupils, ( 436 
in Advanced) . 
105 Teachers . 
587 Peabody Concerts, 115 
112 h Th · · t •tt d f th T e es~s requ~remen was om~ e rom e 
1939-40 Yearbook (Catalogue), but was re-inserted in the 
1940-41 catalogue, cf . p . 46. 
113Peabody Catalogue, 1935-36, p . 45. The first 
M. M. degree was awarded in 1935, to Wilmer T. Bartholomew, 
with major in composition. He was a faculty member listed 
in the Psychology Department . Cf. Peabody Catalogue, 1936-
37, pp. 20 and 70. 
ll4Peabody Catalogue, 1929-30, p. 66. 
ll5Peabody Catalogue, 1936-37, p. 69. 
1941- 42 1824 Pupils , (519 in 
Advanced) . 
99 Teachers 
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116 720 Peabody Concerts . 
The low ebb in the mid- thirties was partially 
bolstered financially by the first public appeal for funds 
in the history of the Conservatory. Baltimore's affection 
for the Peabody was demonstrated when the goal of $125,000 
was exceeded . 117 
Although the student enrollment had dropped by almost 
50%, it was notable that the number of faculty members 
remained fairly constant . Part of this stabilization was 
due to the presentation of new courses , such as : Gregorian 
Music , and Essentials in Music (Adult Education) . 118 Another 
factor was the system of scholarships which were provided to 
talented students in the Baltimore public high schools, 
beginning in 1939 . Funds from a Carnegie grant were made 
available to train from 300 to 600 of these outstanding 
music students at the Peabody Conservatory . ll9 
116Peabody Catalogue, 1941- 42 , p. 68 . 
ll7Peabody Bulletin, 32 , 2 (May, 1936), Editorial, 
p. 12 . 
118 Peabody Catalogue, 1939- 40, p. 19 . Monsignor 
Leo P. Manzetti instructed in Chant . 
ll9Peabody Bulletin, 36, 1, (December, 1939) , p . 
25 . 
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Director Ortmann retired in 1941 after guiding the 
Conservatory through some of its most trying years . In 
spite of outside pressures, the Peabody did not lower its 
standards of admission or excellence, but rather continued 
to strengthen its position as one of the foremost musical 
institutions in the Western Hemisphere . In May of 1941, 
Ortmann wrote : 
• • • But the value of the Peabody Conservatory cannot 
and must not be measured entirely by its direct 
contributions to the practical life of the Community . 
It must fulfill another and in some respects, a 
higher function . It must remain the guardian of 
musical standards which have nothing to do with the 
whims and fancies of the moment . l20 
For 43 years , under Randolph and Ortmann, these high 
ideals were the goals constantly being striven for, and 
largely achieved . 
The new Director, Reginald Stewart, a Scott with 
much professional experience in Toronto, which included ten 
teaching years at the Toronto Conservatory, showed his 
adherence to and continuance of the Peabody musical stan-
dards immediately, in the acquisition of many outstanding 
musicians for the Conservatory faculty . Harold Bauer, 
Nadia Boulanger, and Stanley Chapple joined the staff in 
1942, with Bauer giving six-weeks Piano Master Classes of 
120peabody Bulletin, 37, 2, (May, 1941), p. 14. 
121 two or three hours' duration, once a week. 
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Stewart's British training and Canadian experience 
were evident in his attempt to convene examining centers 
in applied music. By means of these Extension Examinations, 
it was planned: 
• • • to hold examinations before a group of Peabody 
examiners, at various centres throughout the country. 
Prospective students passing these examinations will 
be granted credits in applied music by which they may 
achieve advanced standing upon entrance to the Conser-
vatory.l22 
Nothing came of this new plan, although similar 
practices have been well established in the British Isles 
and in Canada, and an earlier attempt had foundered at the 
New England Conservatory of Music, under Director Faelten, 
in 1893. 123 
Although Peabody alumnists numbered in the thousands 
since the Academy's beginning, a small proportion of them 
completed the full courses. 124 A compilation, through 
1940, showed the following figures: 
121Peabod~ Catalogue, 1942-43, pp. 6, 11, and 21. 
Bauer also offere "Musicianship Classes" of two hours' 
duration for eight weeks, beginning in 1946. cr. Peabody 
Catalogue, 1946-47, p. 20. 
122Peabody Catalogue, 1942-43, p. 21. 
123New England Conservatory of Music, Prospectus, 
1893-94, p. 0"6". 
124
under Stewart, a study was made concerning the 
background composition of entering Peabody students, for the 
years 1947, 1948, and 1949. The findings were reported in 
Corwin H. Taylor, "Characteristics of First Year Conservatory 
Students," Journal of Research in Music Education, I, 2, Fall 
1953, pp. 105-118. 
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125 Diplomas (begun 1882) 
41 Bachelor of Music degrees (First awarded 1929) 
11 Master of Music degrees (First awarded 1935) 
69 Church Organist Certificates (begun in 1900) 
900 Teacher's Certificates (begun in 1899)125 
Stewart conducted the Conservatory-Baltimore 
Orchestra in many notable programs embracing a Bach 
Festival. He achieved much substantial support from the 
public, which provided additional funds to the municipal 
support, thus ensuring a longer and more attractive symphonic 
season . 126 In 1946, Baltimore heard a performance of every 
Brahms work known in publication . 127 
The Conservatory offered new courses in keeping with 
the advancing technical age, such as "Instruction in Radio 
Technique,"128 and Music Therapy Training, 129 and it continued 
125Ibid., p . 92. 
126Keefer, ~· cit ., pp . 292-93. The Baltimore 
Symphony Orchestra, as a municipal organization, was depen-
dent upon tax monies to stabilize its operational costs. 
In turn, there were subject to the policies of the political 
administrations, which necessarily varied . 
127George Kent Bellows, "Baltimore," Musical USA, 
Quaintance Eaton, ed., (New York: Allen, Towne and Heath 
Co., 1949), p. 112. This was achieved through Stewart's 
Peabody Orchestra, and the various Baltimore professional 
and amateur groups . 
128Peabody Catalogue, 1942- 43, p. 21. 
129Peabody Catalogue, 1951-52, p. 6 . This specialized 
course was open only to "selected students in the department 
of Public School Music." 
267 
to contract with first-rate musicians for its staff. 
Affiliations with the Johns Hopkins University and Goucher 
130 College continued, and Loyola College began offering 
a Bachelor of Science degree with music as a major, in 
which 50 of the minimum 120 credits were allowed for music 
courses taken at the Peabody Conservatory. 131 Loyola 
further extended this plan to its B. A. degree in the follow-
ing year . 132 
In 1952, the specific courses of the 120 credits 
were outlined for the Bachelor of Science degree at McCoy 
College of the Johns Hopkins University as below: 
Academic Courses (Taken at the University) (60) 
English Composition 
Survey of English Literature 
Fundamenta~s of Speech 
Laboratory Science 
History (any course) 
American Government 
Economics 
Foreign Language (2 Years) 
Electives sufficient to 
complete 60 credits. 
Music Courses (Taken at the Peabody Conservatory) (60) 
Instruments !Not more) 
Voice than 28) 
credits) 
Keyboard Harmony 
Music Literature 
Orchestra 
13°cf. Bulletin of Goucher College, Towson, Baltimore, 
April, 1962, p. 112. "Arrangements with €he Peabody Conserva-
tory may be made for those students who require courses 
more specialized than those offered at the college . '' 
131Peabody Catalogue, 1944- 45, p. 31. The catalogue 
difference between the B. Sc . and €he B.A. was two years of 
Latin . Cf . Peabody Catalogue, 1952-53, p. 30. Also cf. 
Peabody Catalogue, 1962-63, p. 57, where the academic credits 
at Loyola were increased to 78, for either the B. Sc., or the 
B. A. The number of credits (50) to be taken at Peabody 
remained the same. 
132Peabody Catalogue, 1945- 45, p. 33. 
Conducting 
Counterpoint 
Form and Analysis 
Harmony 
History of Music 
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Pedagogy 
Practice Teaching 
Principles of Teaching 
solf~gel33 
For the Bachelor of Science Degree with Music 
Education as the major at the University, the musical 
requirements taken at the Conservatory were similar, with 
six courses in Music Education. However, the required 
academic .courses taken at the University were quite different 
from the music major program as above. The Music Education 
major at the University was required to take: 
Academic Courses (60) 
American Government 
English Literature 
Fundamentals of Speech 
Health Education 
History and Philosophy of 
Education 
Tests and Measurements 
Introduction to Educa-
tional Psychology 
Junior or Senior High 
School (Sic) 
Principles of Economics 
Science 
Writing (Sic)l34 
In the graduate division at Peabody, the Master of 
Music degree required a minimum of two years' work,l35 and 
the Program offered a degree in Sacred Music, and a degree in 
Music Therapy, in addition to the Applied, Composition, 
Theory, and Music Education majors. 136 
l33Peabody Catalogue, 1952-53, p. 29. 
l34Ibid., p. 30. 
l35Peabody Catalogue, 1951-52, p. 30. 
l36Peabody Catalogue, 1952-53, pp. 31-2. The Music 
Therapy major has since been dropped from the offerings. 
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In 1956, the unusual agreement between a private 
school and a state institution was reached for academic 
affiliation . Towson State Teachers College allowed fourteen 
credits in Applied Music and Theory, for courses completed 
at the Peabody Conservatory towards the Towson undergraduate 
degree: 
• • • in order that the student at Towson may have the 
opportunity to continue the study of music . lj7 
Twenty-five years earlier, a study had been done at Peabody 
in which the training for music educators was compared in 
two types of school, the teacher's college, and the conser-
vatory . The findings showed that the teacher's college was 
concerned with music from an educational standpoint, offering 
degrees in Public School Music . In the typical conservatory, 
the School Music Course was merely added to the regular 
offerings "in order to fill a growing need for this type of 
training . rrl3B 
The conservatory drew upon its collegiate affilia-
tions for the Liberal Arts courses, while adding to its own 
staff in music education . But the conservatory maintained 
its prime purpose of being, the development of talent to the 
137peabody Catalogue, 1956-57, p. 39 . 
138Yvonne Biser, "A Study of the Training of Music 
Educators in Various Schools," Summary of a Master of Music 
Thesis at the Peabody Conservatory, 1937, reprinted in the 
Peabody Bulletin, 34, 2, (May 1938), p. 20. 
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highest degree of artistic capability . Other findings were: 
an increasing feeling for a five-year course in public school 
music at the conservatories, 139 distinct faculty differences 
in the two types of schools, and the finding that the school 
music department in a conservatory was undemocratically 
considered to be an adjunct to the institution, rather than 
an integral part . 140 
Concerning the faculties, it was found in the study, 
that in the teacher ' s college offering a major course in 
music education, recitals by students , faculty and even 
visiting artists, were rare . In the typical teacher's 
college, emphasis was laid upon leadership, not only in the 
classroom, but also in music groups such as choruses. The 
faculty in the teacher's college came from a university 
background which stressed leadership, educational procedures 
and techniques of teaching . The educators and theorists in 
the conservatories were usually graduates of conservatories, 
both here and abroad which stressed creative and performance 
ability. "These two different emphases, the educational and 
the artistic are, of course, bound to color the student's 
perception . "141 
l39of note was the counsel in the Peabody Catalogue, 
1962- 63, p. 49, which suggested that Music Education Majors 
plan 11 to include at least two summers' study at the Conser-
vatory," because of the "heavy requirements." {128 credits 
for the Bachelor of Music degree . ) 
140Ibid. , pp . 21 and 25. 
141Ibid . , pp . 22-3 . 
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In 1958, the American composer, Peter Mennin of the 
Julliard composition faculty , became Director of the Peabody 
Conservatory, upon Stewart's resignation, 142 and the artistic 
fibers of the school continued to be strengthened . The 
Music Library, which had been separated from the famous 
Library of the Peabody Institute, was brought into the 
larger library and made one . This gave the Peabody Conser-
vatory the distinction of having the largest library in the 
world of any independent music school . This also made 
possible the expansion of the Graduate program by offering 
a Doctor of Musical Arts degree in 1962 . 143 
The Peabody Art Theater, which has provided a practical 
workshop for future opera singers bas presented many outstand-
ing works, for a group of its nature . 
The Preparatory Department , the largest of its kind, 
has operated a chain of branch studios throughout the Balti-
more environs, with a large new "Branch" opened in suburban 
Towson on the campus of Goucher College . All preparatory 
students who are enrolled in a major course of study may take 
supplementary courses free of charge. 144 The Preparatory 
142The Peabody Notes, Spring, 1958, p. 1. 
143Peabody Catalogue, 1962-63, insert and p. 63 . 
144catalogue of the Peabody Conservatory of Music 
Preparatory Department;I902- 63, p. 2 . Free courses were 
Elements of Music, Ear-Training, Musicianship, History of 
Music, et al . This arrangement is not unlike the original 
prospectus established in 1868 under Southard . 
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division also maintains a large School of the Dance which 
included a complete ten-year gradus in ballet, and contem-
porary dance. The feeder function of the school is again 
apparent in the statement " ••• it is not uncommon for 
"Prep" students to go on to the Conservatory in the quest 
for advanced training leading to an active role in profes-
sional life. "145 
Under Mennin, a grant of $400,000 was secured in 
1961 from the Ford Foundation to found a workshop in 
conducting for the most talented young American conducting 
students. The Pmerican Conductors Project is a unique, 
intensive, three month program, where six conductors each 
year, with the guidance of some of America's great contem-
porary conductors, have the services of the Baltimore Symphony 
146 Orchestra. 
In 1962, Peter Mennin was named Director of the 
JUUliard School of Music, to replace William Schuman who 
had been chosen President of the Lincoln Center for the Per-
forming Arts in New York City. 147 Charles S. Kent became 
Director of the Peabody Conservatory in 1963. 
l45Peabod~ Catalogue, 1962-63, p. 14. 
146 
Ibid., p. 15, and Elliott W. Galkin, "Is Conducting 
Really Necessary?" The Peabody Notes, XV, 4, (Spring, 1962), 
p. 3. 
147The Peabody Notes, XVI, 1 (Autumn, 1962) p. 7. 
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In keeping with the Founder ' s wishes of employing 
the highest artistic talent available for the faculty, the 
names of Zara Nelsova, Leon Fleisher, Martial Singher, Frank 
Valentino, and Mieszyslaw Milaz attest to the strict adherence 
to this important function of a professional school . While 
certificates were still offered and being earned at the 
Peabody Conservatory, the growing demand for degrees was 
evident in these figures from the 1962 Commencement : 
19 Certificates, 
28 Bachelor of Music Degrees, 
12 Master of Music Degrees, 
2 Artist Diplomas, 
Total of 61 Graduates . l48 
These statistics also disclosed that a comparatively 
small number of individuals completed the full courses each 
year . The Certificate Course , which had a two-year minimum, 
but which was outlined in the 1962- 63 catalogue as a three-
year course , of 60 musical credits , was basically the early 
conservatory curriculum of the last century, with some 
modifications . It is significant that the 1963- 64 Peabody 
Catalogue has omitted every certificate course . The completion 
of any full course of four years , leads to a Bachelor of 
Music Degree . The only remaining exception to this is the 
rarely awarded Artist ' s Diploma , which requires four or five 
l48The Peabody Notes , XVI, 1, (Autumn, 1962, pp . 
2-3 . 
t f . . h 149 years o 1n1s • 
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While the nconservatory or class systemn has almost 
disappeared from practice) the Peabody Conservatory has allowed 
flexibility, in that a teacher may use his own method for 
conducting lessons in the applied field . 15° 
Concerning the Peabody Conservatory's function in 
developing talent for professional lifeJ it has been esti-
mated that of those students who have followed a professional 
career after graduation) 7% have entered independent creative 
work such as composition, solo or group performance; 30% have 
become practicing musicians in professional ensembles and 
orchestras; 27% have entered the fields of elementary or 
secondary (music) teaching; and 16% have entered College or 
University teaching . Various combinations of the four 
categories account for the remaining 20%151 
The first page of the initial catalogue of the 
Academy of Music of the Peabody Institute had envisioned 
a school furnishing instruction in the higher branches of 
149Peabody Catalogue, 1963- 64, p. 31. For general 
admission to the Artist Diploma study, "students may apply 
for admission to the Diploma course only upon completion 
of the third year of the degree curriculum." 
15°The Hornist Joseph Eger, a Curtis Institute 
graduate, and faculty member at Peabody, has preferred the 
class method of teaching his horn students . 
l51Personal interview with Dr . Charles s. Kent, 
Director of the Peabody Conservatory of Music, on April 16, 
1963 . 
275 
music, in Baltimore, which would obviate European study.l52 
In the 1880's, this was considered far-sighted 
prophecy. One hundred years later, this vision has become 
fact. "Why Study Abroad?" asked Irmgart Hutcheson in 
defense of America's musical achievements. She answered: 
Our American conservatories today are equipped to 
give as thorough and comgrehensive a musical training 
as any European schoo1.1~3 
SUMMARY 
The Peabody Conservatory began as one section of a 
cultural institute which was made possible by the large 
benefaction of an early philanthropist. From the beginning, 
it planned to demand through its practices, and inculcate 
through its training, the highest attainable levels of the 
musical art. It openly emulated, however never slavishly, 
European conservatory traditions, and sought out some of the 
best foreign talent for its teaching corps and for its con-
cert and recital series. 
Throughout its long history, which began before many 
of the European conservatories, it has maintained an extremely 
close association with the City of Baltimore. It has attempted 
to keep abreast of changing American philosophies of education, 
152Academy of Music of the Peabody Institute of the 
City of Baltimore, "'{13'altimore: -september 15, 1868), p. r.-
l53peabody Bulletin, 31, 1, (December, 1934), pp. 7-8. 
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while adhering unbendingly to some of the basic philosophies 
of music conservatories. 
Its affiliations with a university and several other 
Maryland colleges in the matters of musical and academic 
credits, have expanded its influence, and directed pressure 
upon the rise and consolidation of its own degree programs. 
Its large Preparatory Department and system of 
branch studios have afforded the opportunity for providing 
an excellent musical training, including ballet and the 
dance, and consisting of much more than "private lessons once 
a week," to a large number of children and adults. By doing 
so, the Peabody Conservatory of Music has acknowledged a 
traditional and basic raison d 1 ~tre of any conservatory--
which is, the discovery and proper development of musical 
talent. 
In the establishment of a department of Public School 
Music, the Peabody Conservatory was alert to the growing 
needs for supplying trained musicians for specialized 
teaching in the public school systems. It has also educated 
many musicians who have taught, and who are teaching in 
higher education. 
The Peabody Conservatory Directors, through the years, 
have all been men of high ability, with the field of compo-
sition being especially prominent. The exceptionally large 
Peabody Library places the Conservatory in a position of 
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being able to expand its graduate program into many areas, 
which have not thus far been utilized. 
While it had remained a European Conservatory type 
during the nineteenth century under Hamerik, it gradually 
began to develop into a college of music, under Randolph in 
the twentieth century. The Class Method of conducting 
applied music was progressively eliminated, and the curricu-
lums were greatly enlarged, not only to undergraduate degree 
courses and artist ' s diplomas, but also to the graduate level 
to include the Doctor of Musical Arts degree . 
By means of the original Concert Series, which pre-
dated the opening of the Academy of Music by two years, 
through the artist recitals, both faculty and visiting, and 
because of its intimate association with the Baltimore 
Symphony Orchestra and the many smaller musical organizations 
of Baltimore, both professional and amateur, the students of 
the Conservatory have been advantageously exposed to a 
continuous fare of live music . 
The Alumni Association of Peabody has been of singular 
aid in founding the Preparatory and High School of Music, 
and in general support of the Conservatory, especially during 
the economically trying years of the 1930's . 
New directions in the field of psychology and music 
were researched when Peabody founded the first Research 
Department in Music, in a conservatory . Under Ortmann ' s 
leadership, this division scientifically studied some of 
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music ' s characteristics and human reaction to them, and 
published the findings . The American Conductors Project, 
housed at Peabody, was another indication of the Institute ' s 
continual pursuit of excellence in the field of music . 
The Peabody Conservatory is an American College of 
Music , which grants degrees in music , including the doctorate , 
but which also maintains many of the conservatory traditions . 
Formed and continued as part of a cultural Institute 
in Baltimore, the Peabody Conservatory of Music is an example 
of the independent music school which is affiliated academic-
ally with other institutions of higher learning . 
Another type of conservatory which was basically 
European in musical concept, at the same time, was American 
in its educational concept, for almost from its opening, 
it was a part of an established college . The Oberlin 
Conservatory of Music was a pioneer music school which grew 
out of the educational needs of a unique institution of 
higher learning . 
Oberlin College 
In the spring of 1832, two missionaries, John J . 
Shipherd (1801- 1844) , and Philo P. Stewart (1798- 1868), 
meeting in the Western Reserve town of Elyria, Ohio, planned 
a colony of "elect Christian families . 11 The community was 
to have a school whose purpose was not only to educate the 
children, but to train teachers and other Christians for 
religious work in the West . 154 Shipherd journeyed to 
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Connecticut where he successfully secured 500 acres under 
provisional ownership . 155 The college was opened in 
December, 1833; and it was incorporated the following 
February as the Oberlin Collegiate Institute, having been 
named after the late Alsatian Lutheran Jean Fred~ric Oberlin 
(1740- 1826) . The then- current educational fad of manual-
labor was attempted for the first few years, but gradually 
disappeared from its original importance, despite the seal 
of the college . 156 
Women were welcomed as students and workers at Oberlin, 
although from the first, there was a special course for this 
new group on college campuses . "The Course of Study for 
Young Ladies" was a four year curriculum which led to a diploma. 
However, four women were admitted to the Freshman class of 
the Collegiate Course in 1837, and in 1841, three of them were 
awarded Bachelor of Arts degrees . The special diploma courses 
for women lasted until 1894. 157 
154 Rev . Delavan L. Leonard, The Story of Oberlin (Boston : The Pilgrim Press, 1898), p:-21 . --
155rbid. , p. 23 . 
156Frances Juliette Hosford, Fa ther Shipherd's Magna 
Charta (Boston : Marshall J ones Company, 1937), pp . 14, 17 and 
31. 
l57Ibid . , p . 37 . One of the first graduates, Caroline 
Rudd, marriea-Frofessor George N. Allen . 
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In addition to pioneering women ' s education, Oberlin 
also heralded the admittance of negroes to the college 
folds . Asa Mahan, a Presbyterian minister from Cincinnati , 
became the President of the college in May of 1835 . One of 
Mahan ' s provisions of acceptance was that Oberlin should 
admit negroes as students in all courses, on equal terms with 
their white brothers . 158 Reverend John Morgan and more than 
a score of students from the Lane Theological Seminary, also 
in Cincinnati , who had seceded from that school, because they 
were forbidden to discuss the abolition problem, joined the 
Oberlin community at the same time . 
Within two years of its infant foundation, Oberlin 
was a leader in higher education for women, higher education 
for the negro, and because of its espousal of the human cause 
of abolishing slavery, it became an important station of 
the "underground railroad, " and above all, an active supporter 
of Unionism . 
Music at Oberlin 
Music was not specifically mentioned as a subject in 
the Oberlin collegiate curriculum, and even the "Ladies 
Course" had as its only subject beyond the usual classical 
l58L d • t 30 Th N Y k fi . 1 eonar , op . c~ ., p . • e ew or nanc~a 
backer Tappan, and Finney and Cowles were also abolitionists . 
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studies , "Linear Drawing . "159 Yet , definite references to 
music , and the fact that Oberlin had the first professor of 
music, show that the subject was considered an integral part 
of any Christian education, but especially important was it 
11in the training of Christian workers , who must know how to 
sing . nl60 
The 1835 catalogue listed Reverend Elihu P. Ingersoll, 
from Yale , as Professor of Sacred Music . 161 In 1837, George 
N. Allen, a theology student , who had studied with Mason in 
Boston, was appointed 11Teacher of Sacred Music . " Allen 
graduated from Oberlin in 1838, and was promoted to Professor 
of Sacred Music in 1841. This t itle was coupled with "Profes-
sor of Natural History" from 1847- 63, and following his 
retirement from the music professorship in 1864, he was 
appointed the Professor of Geology from 1864- 1870 . 162 
The women in the diploma course, took such subjects 
as History, English, Literature , Philosophy and the Sciences, 
with the male students . The females in the collegia t e course 
were advised in the 1837- 8 catalogue that ''Particular atten-
tion will be paid to the cultivation of sacred music . " 163 
l59Hosford, ~· cit ., p. 40 . This was a freshman subject . 
l60Mathews, op . cit . , p. 516 . 
l61Leonard, op . cit ., p . 364 . His name was missing 
from the next yearly-catalogue . 
l62Ibid., p . 365 . 
l63Hosford, op . cit ., p. 74 . 
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In 1839- 40, - the annual read: "instruction in sacred 
music is free to all," and gave the enrollment in this as 
almost 190 . 164 The following year 250 were registered, and 
in 1841-42, 400, including a children ' s class from the 
village, which performed frequently . The description in 
1842 omitted the word 11 sacred, 11 and in 1849, the first 
reference to instrumental instruction was given. This latter 
innovation was clearly extracurricular for the 1853-54 
announcement explained : 
Although instruction in instrumental music forms 
no part of the course of the Institution, yet ample 
facilities are here afforded, with extra charge to those 
who wish such instruction . • • • For the pianoforte the 
terms are eight dollars a quarter for tuition, and the 
usual additional charges for the use of instruments . lb5 
The piano was not allowed in church and was excluded 
as a branch of study in 1840 . It was suspect because it would 
11vitiate the mind and unfit it for devotion~ 11 but the first 
pianos were brought to Oberlin in 1841- 42, 166 for GeoDge Allen, 
a violinist , continually encouraged instrumental as well as 
vocal music . 167 
Oberlin was founded when great revivals were sweeping 
the land, and music was an essential part of this movement . 
l64Leonard, ~· cit ., p . 366 . 
165Ibid., pp . 366-67 . And cf . Catalogue of the 
Officers and Students of Oberlin College, 1853- 54-,-p:-44. 
166Ibid., pp . 368- 69 . 
167 8 Hosford, ~· cit ., p . 5 • 
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The town's first pipe-organ was not installed until 1855,l68 
but Music Hall was built in 1842, 169 and choral singing had 
been the tradition since the earliest meetings in 1834. 170 
Due to its coeducational makeup, Oberlin had the 
early advantage of mixed choruses, and the usual female 
predilection for the art of music. Moreover, this was a 
socially acceptable educational purpose, for women, that is. 
This attitude was not new in American colleges and univer-
sities, or in their Old World predecessors. It may even be 
found in the old Roman feeling that music was enjoyable to 
watch, but it was not to be performed by non-professionals 
or amateurs. 171 But this "accomplishment" for girls exerted 
a positive role in the development of music at Oberlin. 
Indeed, without coeducation, the Conservatory may never have 
developect. 172 
The Oberlin Musical Association, which traces its 
start back to 1837, was called the Oberlin Choir in 1856, 
168Le d •t onar , ££• ~·, p. 369. 
l 69Ibid., p. 31 . 
170
cf. Leonard, ibid., where, in 1842, "the style of 
sacred music taught (will be) in accord with what is understood 
to be the style of the Manhattan Collection (New York, 1836), 
or of Thomas Hastings." 
171H. I. Marrou, A History of Education in Antiquit*, 
trans . George Lamb, (New York: Sheed and Ward, 1956), p. 2 8. 
172Leonard, ~· cit., p. 402. 
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and finally the joint rehearsals of the choirs of the First 
and Second Congregational Churches led to the Musical Union 
in the early sixties . 173 
The Collegiate Institute itself, legally changed its 
name in 1850 to Oberlin College . Other changes took place 
over the years since the first settlement . The musical life 
at Oberlin had its beginning in a religious need, just as the 
principles of the Oberlin Covenant were followed as the 
community remained relatively isolated and protected . But a 
necessarily growing contact with other facets of a blossoming 
West174 coupled with Oberlin ' s New England parentage created 
progress not without vigor . A college which had admitted 
women and negroes in 1835 could not long retain a parochial 
conservatism. As the catalogue description of music in 1842 
had purposely recognized its secular potentials by omitting 
the perennial "sacred, " so an intellectual environment had 
to satisfy an increasing awareness of more comprehensive art . 
When George N. Allen retired as Professor of Music 
in 1864 after training hundreds of Oberlin graduates and 
townspeople in instrumental and especially choral music, 175 
l73Robert Samuel Fletcher, A History of Oberlin College 
(Chicago : R. R. Donnelly and Sons Company, 1943), Vol . II, p. 791. 
l74The railroad reached Oberlin in 1852 . 
l75aeor,ge Nelson Allen compiled a tune- book, The 
Social and Sabbath School Hymn Book (Oberlin: 1844) , wfiich 
was used for many years . ~Fletcher, op . cit . , Vol . II, p. 785 . 
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'in over a score of years , t he time was pregnant for some 
type of music school which could satisfy the requirements of 
the town and the college . The close of the Civil War saw 
Oberlin with a large number of students . These and the 
coeducational makeup of the college made it "an entirely 
natural place to establish a conservatory," for a : 
••• conservatory attached to an exclusively male 
college is an absurdity, while a purely female school 
of music is at least essentially weak. l76 
The Oberlin Conservatory of Music 
The Oberlin Conservatory of Music opened in 1865, 
thus preceding the Peabody Academy of Music by three years . 
While the Oberlin Conservatory was not an official part of 
the Oberlin College , the relationship between the two was 
more than a simple affiliation . The Oberlin catalogue of 
1865- 66 showed the names of John P. Morgan and George W. 
Steele as "Instructors in Music . " The same publication 
announced the Oberlin Conservatory of Music a s having begun 
on September 5th of 1865, and listed Morgan and Steele as 
President and Principal of the new school . 177 
J ohn Paul Morgan (1841- 1879) , the son of Professor 
John Morgan who had left Lane Seminary because of his 
abolitionist sentiments, was a graduate of Oberlin, and had 
176Mathews, ~· cit . , p . 517 . 
l77Leonard, ~· cit ., p . 376 . 
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furthered his musical study at Leipzig, returning in the 
summer of 1865 . George Whipple Steele was also an Oberlin 
graduate, and both of these men had worked under Professor 
Allen . 
The pages of the Oberlin catalogue which had announced 
the Conservatory of Music and its curriculum, were also 
printed separately as a small four-page pamphlet . The Courses 
of Instruction were grouped into two principal branches; a 
School of Church Music, which offered organ, solo and choral 
singing, "Directing, etc . ;" and a School of Secular Music, 
which included the study of piano, violin, viola, •cello and 
"other orchestral instruments , solo and chorus, singing, solo 
playing, with accompaniment and ensemble playing.rrl78 Theory, 
applied to composition and performance was taught in both 
sections . 
A European basis and high standards were promised from 
the beginning for: 
The Piano-forte instruction is given on the principles 
adopted at all the conservatories of Europe, the working 
of which has been tested and approved by the most eminent 
pianists . At the weekly rehearsals (sic) only works of 
acknowledged excellence are produced, the constant per-
formance and hearing of which must contribute greatly to 
the cultivation of a correct and elevated taste in the 
178oberlin Conservatory of Music, Courses of Instruc-
tion, (1866), p. 1 . Also cf. the Catalogue of Oberlin College, 
"!8'60-67, p . 49, "the instruction in vocal music, and to a large 
extent, in instrumental music, is given by the Principals of the 
Oberlin Musical Conservatory. 11 
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pupils . The Organ is taught in the most thorough 
manner, the system used combining the excellencies of 
the Leipzic ~~hool and that of A. G. Ritter of 
MAGDENBURG . lf)1 
The organ pupils had the use of a 29 register, 2~ 
octave pedalboard, which was a "Scale same as in the Music 
Hall Organ, Boston . "180 
The conjunction with Oberlin College was unmistakably 
obvious in the following classification of pupils, which 
stated that: 
~The connection of the School with Oberlin College 
divides the pupils into two classes: 
A. Pupils of the r~usic School only, who have the 
full use of all advantages for instruction and improve-
ment furnished by the School and performances in connection 
with it . 
B. Pupils of Oberlin College, who avail themselves 
of the advantage of the School for th!8~tudy of the piano, and, as will be required, of harmony . 
The 11 Terms of Tuition" were substantially higher for 
the Music School students, the differences being: 
A pupils, $100 . 00 per year . 
B pupils, $ 12 . 00 or $36 . 00 per year 
The faculty was listed as a Board of Directors, with 
J . P. Morgan, President and Principal of the Department of 
Sacred Music; G. W. Steele, Principal of the Department of 
l79 oberlin Courses of Instruction, ibid. 
- -
180 2 Ibid., p . • One Chickering grand piano was also 
mentioned . --
181Ibid. 
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Secular Music, and Professors J . M. Ellis, and c. H. Churchill, 
"of Oberlin College. rrl82 
Morgan left Oberlin for New York the following year, 
and Steele succeeded as head of the school. In 1867, Oberlin 
College took over the administration of the Conservatory and 
promoted Steele to "Professor of Music . " He was granted leave 
without pay in order to study in Europe--again the choice was 
the Leipzig Conservatory. 183 Three instructors, Fillmore, 184 
Bentley,and Barber were hired by the College to teach in the 
Conservatory until Steele's return in late 1868 . 
Steele hired Fenelon B. Rice (1841-1901) and his wife 
following their participation in the August 1869 commencement. 
After completing Hillsdale College in Michigan, Rice had 
studied at the Boston Music School under B. F. Baker, and 
182
rbid ., Charles H. Churchill, when a theology stu-
dent, had assembled an organ c . 1850, and had assisted and 
conducted the Oberlin Choir when Professor Allen was unable 
to be present . Cf . Leonard, ~· cit., p. 375 . After 1850, the 
academic year was divided into three ter.ms of 12 weeks each, 
so the $12.00 fee was for one term. The long vacation was 
taken from Thanksgiving to Washington's Birthday. Cf . Fletcher, 
~· cit ., Vol . II, pp . 734-5 . 
183Fletcher, ibid., p. 803 . The word "Sacred" was 
here dropped from the title "Professor of Music . " Also cf . 
the Catalogue of Oberlin College , 1867-68, p. 55, where Louis 
Plaidy 1 s pianoiSystem was the established method at Oberlin; 
and "Richter ' s textbook on theory is used here," having been 
translated by J . P. Morgan . 
18411 J . c. Fillmore, directly, from the Conservatory of 
Music at Leipzig, has charge of the Conservatory. " Cf . the 
Catalogue of Oberlin College, 1867-8, p. 55 . 
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then returned to direct the Hillsdale College music depart -
ment . In 1867 he left for Leipzig, studied under Papperitz 
in piano, and Richter in theory, and returned to Ohio in 1869 
with his wife, who had also studied voice at Leipzig. 
The announcement of 1869-70 gave the aims of the 
Conservatory of Music of Oberlin College in "this, our 
first catalogue to the people" and stressed the academic 
11 - 11 185 aspect of Music both as a science and an art . This was 
much more collegiate than the wording in the initial pamphlet 
of 1866, which simply required all Oberlin College students 
who studied at the music school to enroll in harmony classes . 
The musica theoretica lectures were given by professors of 
the college . 
The "Board of Instruction" read as follows: 
Piano 
G. W. Steele, F. B. Rice 
Lottie M. Steele 
Harmony and Composition 
F. B. Rice, G. W. Steele 
Lectures : 
Art and Science 
Prof . Judson Smith 
Cultivation of the Voice 
Helen M. Rice 
Organ 
F.B. Rice G. W. Steele 
Laws of Sound 
Prof . Chas. H. Churchill 
185The Conservatory of Music, Oberlin College, 
1869-70, p. 1. 
History and Aesthetics of Music 
Reverend Stephen c. Leonardl86 
The 1870-71 Catalogue told of two departments, 
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Preparatory and Advanced. This was not a Preparatory 
department in the sense of a large feeder school type which 
has been operating at Peabody Conservatory since 1898. The 
Oberlin Preparatory department was established to compensate 
for deficiencies in admission requirements. Covering several 
areas, the course of study comprised: 
••• in theory; one term of Notation and two terms of 
Harmony. 
In Singing, two terms in Choral Class, and one 
term in Vocal Culture; Cabinet organ, three terms. 
Upon the PianoForte, sufficient skill will be 
required to begin studies of the grade of Czerny•s 
Velocite (Sic) op. 299 . 
All who have successfully pursued the above Course 
will be admitted to the Advanced Department, and will 
be entitled to a testimonial in which their acquirements 
will be fully stated . lb7 
The Advanced Department pupils were expected to spend two 
years in the school. Class Teaching, because of its "somewhat 
recent origin in this country,'' was explained in detail, as 
follows: 
Each pupil, on entering the Conservatory, is examined 
upon those studies which he wishes to pursue, and assigned 
l86Ibid . Also cf . Catalogue of the Conservatory of 
Music, Oberrro-College, 1870-71, iii,-where Mary K. Steele-was 
listed as instructor of Cabinet Organ. 
187
catalogue of the Conservatory of Music, Oberlin 
College, 187o-71 (Clevelana: Fairbanks, Benedict and Co., 
1876), pp. xv and xvi. 
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to a class of not more than two or three pupils of about 
the same degree of advancement as himself. 
Having learned the lesson assigned, each member of the 
class plays or sings it before his teacher and class-mates 
and whatever remarks or criticisms may be made, or examples 
given by the teacher, are equally beneficial to all. 
During the entire course, pupils are kept playing and 
singing befor~8others, to give them as much self-control as possible.lb 
The closing substantiation mentioned the success of the system 
in all the celebrated Conservatories of Europe, and pointed out 
that class teaching"is universally adopted for all subjects.11 
Although the Conservatory was a constituent part of 
the College, and all the music school students were subject to 
the disciplinary rules of the collegiate administration, the 
financial arrangement was so established, that the College 
could lose no money, and that all profits would accrue back 
to the music school. This plan, which, in effect, placed the 
directors of the Conservatory in financial responsibility, was 
an effective understanding until 1885. 189 
In 1871, disagreements between Steele and Rice resulted 
in Steele resigning from the College, and establishing his 
own Oberlin Conservatory of Music in the village. The school 
was incorporated early in 1872, and the only catalogue of the 
school listed a Mrs. Halliwell who would teach Italian to 
188Ibid., p. xx. 
l89Fletcher, op. cit., p. 806; and Mathews, op. cit., 
p . 517. 
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" those of her pupils .•. without extra charge . 11 Certi-
ficates were to be gained by completion of a course in any 
one department , and a Diploma would be awarded for the ful-
191 fillment of the entire course . The curriculum listed a 
Music School for Children which admitted new students under 
age 13, for the subjects Piano Playing, Vocal Culture, 
Cabinet Organ, Notation, "and a series of rehearsals . "192 
Whether these two rival schools, with the same names, 
represented a clash of the two different philosophies- - the 
conservatory of music, and the college school of music--will 
probably never be known . In any event, Rice, who remained 
With the College as Professor of Music, was appointed Director 
of the Conservatory in 1871 . He had hired another Leipzig 
graduate, Miss Lucretia Celestia Wattles, and quickly con-
Cluded the purchase of the independent, (Steele ' s) ?berlin 
Conservatory of Music in the Spring of 1872, combining the 
schools and the equipment . 193 
The unique situation of the College Conservatory was 
beneficial to both institutions; in return for "its general 
privileges and opportunities in the College, 11 the Conservatory 
19°oberlin Conservatory of Music (Fou~ page pamphlet) 
1872, p . 2 . 
191Ibid . , p. 3. 
192Ibid., p . 4. 
l93Fletcher, 
.£2..· cit ., p. 807 . 
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provided instruction in weekly choral classes, which were 
open to all students , without charge; and it was responsible 
for all college musical functions , Chapel, and Commencements . 194 
Despite the drops in enrollments caused by the Steele fiasco, 
and the national financial depression of the mid- seventies, 
the fears of the Trustees were assuaged when they were 
annually reminded that : 
The Conservatory of Music , it will be remembered, 
is a Department of the College , in relation to its 
instruction ~od discipline, but financially it is 
independent . )I? 
However its college affiliation, the Oberlin Conser-
vatory had an exceptionally strong European Conservatory 
background, and like its sister institution in Baltimore, it 
continued to encourage advanced study in Germany . Calvin 
Brainerd Cady (1851- 1928) was an Oberlin graduate in litera-
ture and music, who had also directed the music in the 
Oberlin public schools for two years, 1871 and 1872 . He 
then spent three years at the Leipzig Conservatory, and 
returned to Oberlin where he taught in the College until 1879 . 
Cady accepted a chair of musi c at the University of Michigan 
l94oberlin College , ~nnual Circular to Its Alumni 
and Other Friends, 1880, p. 4; which is a copy or-the 
President ' s report to the Trustees, January 28 , 1880 . 
l95rbid. 
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in 1880, where music became a Major subject for the A. B. 
196 
and A. M. degrees . 
In describing the Oberlin theory department of the 
1870 ' s, Edward Dickinson wrote : 
••• the methods used might figuratively be called 
classic , handed down by a strict, time-honored construc-
tion, rooted and grounded in such austere in~t~tutions 
as the Leipzig and Stuttgart Conservatories . ~( 
The number of students at Oberlin Conservatory in its 
first two decades steadily rose as did the number in the 
college itself . The catalogues and trustees ' reports show 
the following statistics : 
Pu4ils 1869- 70 1 7 
1874- 75 209 
1879- 80 146 
1881- 82 254 
1884- 85 350 
1889- 80 342 
(These figures usually 
represented about 60 -
65% of the ttwhole 
Number, 11 which included 
all the students who 
studied at the Conservatory, 
both the college students, 
and the townspeople . ) 
The enlarged enrollment and the facilities of any 
music school which require practice rooms, rehearsal rooms 
for large groups , a concert hall, and a recital hall in 
addition to classrooms, presented a growing problem to the 
196Mathews, ~· cit . , p. 622 claimed that the chair 
at Ann Arbor was "create'Cf"7or him. tt Cady went from there 
to the Chicago Conservatory in 1888 . He later lectured at 
Columbia University Teachers College and the Institute of 
Musical Art in New York City from 1907- 1913, and then estab-
lished a music school in Portland, Oregon . 
l97Edward Dickinson, 11The Oberlin Conservatory of 
Music, 11 Oberlin Alumni Magazine (Supplement), XIX, 8, {May 
1923), p. 5. 
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College authorities . In 1883, Dr . and Mrs . Lucien c. Warner 
of New York City began plans for having constructed a new 
Conservatory building in three parts, which was completed by 
1892 . Warner Hall contained an 800 seat auditorium and 150 
studios and other rooms . 
In 1880, the Oberlin Conservatory student had lower 
expenses than a student in the College in general . The 
tuition for one student and the costs for board, room, 
washing, lights , fuel and books , was $141 . 00 a year, and 
rrThis involves comfortable board in some family . 11198 In 
1885, the College assumed some of the financial matters of 
the Conservatory, and the long period of director responsibility 
in these areas was coming to its unique end . l99 
Oberlin Conservatory ' s early affiliation with the 
College, and its eventual integration fully into the College, 
has developed a conservatory philosophy which has certain 
differences from the independent American conservatories 
which were also growing at this same time . 
Edward Dickinson (1853-1946) a graduate of Amherst, 
and a student of Eugene Thayer (organ) in Boston, the New 
England Conservatory of Music , and Klindworth and Langhans 
in Berlin, joined the staff of Oberlin , after teaching for 
l98oberlin College , Annual Circular (1880) , op . cit ., 
p. 8 . 
l99Fletcher, ££· cit ., p. 8o8 . 
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nine years at Elmira College , wrote an article for MUSIC 
entitled "The Higher Musical Education in America . " In this 
Piece, he reviewed the universal attitude of the lack of 
academic education of musicians , which brought "a stigma of 
narrowness upon the entire profe s sion. ~ He continued : 
But the student of today, looking out upon greatly 
changed conditions , finds that his natural gifts, 
however great , are not sufficient in themselves ••• 
They must be subjected to a thorough technical and 
aesthetical training and be sugglemented by the most 
liberal collegiate education . 2 
He then quoted a Madame Marchesi article in Harper ' s 
which deplored the lack of artistic taste in American female 
vocal students who studied vJi th her in Europe, and then 
closed his case by quoting Oberlin ' s President Fairchild 
who wrote : 
It is a mistake to suppose that music alone can 
yield subst~ntial cul~ere or character or that it is 
sufficient 1n itself . l 
The academic belief of considering music as a 
cultural discipline, rather t han treating it merely as a 
praxis, was the method by which music regained admittance to 
the liberal arts curriculum. The position of the conservatory 
on the American college campus was a paradoxical and dichotomous 
200Edward Dickinson, "The Higher Musical Education in 
America , 11 Music, July, 1893 (Reprint). 
Also cf . Edward Dickinson, Music and the Higher Education 
(New York : Charl es Scribner ' s Sons, 1915, ) Part II . 
201Ibid ., p . 3. 
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but nevertheless, honest attempt to fuse college and conser-
vatory for the aims of Musica speculativa, and at the same 
time , to keep them separated for the purposes of musica 
practice . The Conservatory considered itself an under-
graduate school of music which prepared its students for 
advanced work elsewhere . Oberlin : 
••• frankly admits that it is a college and not a 
university of music . It sends -many of its graduates 
to complete their musical studies ••• to the great 
schools of Germany and France , where they invariably 
take excellent training . 
This source also found that half of the sixteen faculty 
members of the Oberlin Conservatory had European study, with 
Berlin, Leipzig and Paris ranking 1st, 2nd, and 3rd . 202 
Here may be found the seeds of the Oberlin-in- Salzburg program, 
which has been successfully functioning for each Junior Cmss 
at the Conservatory since 1958 . 
With its course clearly set, the Conservatory at 
Oberlin retained its Leipzig pattern, while developing into 
one of the better known schools of the West . Its fame 
spread among those who could not afford to study in the East 
or in Europe . Economy was also achieved : 
••• by giving instruction to classes of three, 
dividing an hour among them. Those who preferred 
202Robert Lang, troberlin Conservatory of Music, 11 n. d . , 
pp . 1 and 14. This is a reprint of an article from Musical 
World, n . d . The Conservatory had 16 faculty members in 1889 
and 1890 . 
could take283ivate lessons which are more expensive . 
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The number of graduates with degrees, who took full 
music courses was given as 8 our of 4oo, but the Conserva-
tory ' s stated ob j ect was to"turn out solidly equipped 
musicians 
••• rather than mere virtuosi .•• The best of them 
are likely to take their places in the c~nservatory 
faculty after several years of study abroad . 
It will be seen that the musical course is more 
severe than the correspondi~54college course for the degree of Bachelor of Arts . 
When the College assumed open recognition of the 
Conservatory into its fold, those music students who met 
the standards of the Conservatory were awarded diplomas . 205 
As the Conservatory became more and more a college department 
of music, it changed from its continental policy to train 
specialists tn music, to a collegiate policy of developing 
sound scholars out of narrow musicians . Henry R. Cleveland ' s 
opinion that musical knowledge was more important than musical 
203
''A Western School of Music, the Conservatory at 
Oberlin," newsclipping ~ datelined Amherst, June 30 or July 1, 
1897, The S (damaged) . Probably The Springfield 
RepubliCan (Mass . ) . Edward Dickinson was a former member of 
the staff of this newspaper, and he was an alumnus of Amherst. 
204Ibid . 
205 Edmund K. Jeffers~ Music for the General College 
Student (New Y~rk : King ' s Crown Press, Ig44), p . 121. Jeffers 
also claimed that the Oberlin Conservatory neglected the 
general college student, because it was dependent upon its 
own music students financially . 
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musical performance , targetted the basic and long-lasting 
difference between the conservatory and the college depart -
ment of music . 
The problem of crediting applied music into a certain 
number of semester hours has existed since the onset of 
earned degree programs in American colleges . Oberlin treated 
work in the applied areas with the contemporary attitude in 
the nineteenth century, but some credit was granted for 
study in music theory . 
Beginning with the third term (that is, after having 
studied either subject for two terms of twelve weeks eachL 
credit was allowed at 2/5ths of a regular college elective 
course , for harmony and counterpoint at Oberlin . A "musical 
thesisrr was also required of Conservatory students in their 
last two years , who wished their advanced work in other 
t d . t b t d th . h 206 I th 11 s u 2es o e ra e e same as 2n armony . n e co ege 
of 1885, this was clearly an effort to demand some scholarship 
from music students . 
Oberlin Conservatory was the pioneer conservatory to 
open a Bachelor of Music degree course program. 207 The Board 
of Trustees voted in June of 1903, to confer that degree upon 
206 Mathews , ~· cit ., p. 521 . 
207virginia Ruth Mountney, 11The History of the 
Bachelor 1 s Degree in the Field of Music in the United States, '' 
(Unpublished D. M. A. Dissertation , Boston University, 1961) , 
p . 205 . 
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those who completed the prescribed course of study . As 
seniors, the candidates also had to perform publicly and 
successfully, and they were required to take private lessons 
208 in their major applied areas . Eight received the degree 
in 1904, but there were some retroactive Bachelors of Music 
conferred to alumnists as far back as 1873 . 209 The degree 
was for artistry, and required a five year program, usually, 
210 
although the original announcement read 11eleven terms . 11 
The class system lasted for a while longer at Oberlin , 
but as at Peabody Conservatory, it began to be supplanted by 
private lessons . Farwell and Darby referred to Oberlin ' s 
system pragmatically when they wrote : 
It (Oberlin) believes in constructive work, in 
learning by doing ••• The class system of instruction 
is the one adopted as the chief methodi it being 
supplemented by private instruction . 21 
208oberlin Conservatory of Music , Revised Course of 
Study, (1903), pp . 1 and 2. -- --
209Mountney, ~· cit . Also cf . Bulletin of Oberlin 
College , No . 13, Annual Report s , 1903- 04, p. 94 . ~obert 
Nathaniel Dett , who had graduated from Niagara Falls Collegiate 
Institute in 1903 studied at Halsted Conservatory in Lockport , 
New York before going to Ober l in, where he was awarded the 
Bachelor of Music degree in 1908 . 
210
oberlin Conservatory of Music, Rev . (1903), op . cit . 
211 Arthur Farwell and w. Dermot Darby, Music in America, 
Vol . IV of The Art of Music, op . cit . , p. 252 . In 1902, one 
year before-me Bachelor of Music degree was launched at Ober-
lin, the 11 Conservatory or Class System" was the music school ' s 
11 chief method. 11 However, students could have private lessons 
if they preferred. The difference was explained in numbers, 
for : 
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One of the first reasons for the demise of the class 
system at Oberlin was the new music degree, but also there 
was a reaction which had been mounting since the ' seventies 
against class instruction in applied areas, even in the 
conservatories themselves . 
In the Leipzig Conservatory, an institution whose 
practices were closely followed by many beginning music 
schools in the United States, the class system was utilized 
to its fullest possibilities . A carefully graded system of 
classes was employed, as this contemporary description of 
the piano department showed : 
That critical attention is paid to the grades of 
proficiency in piano playing is provided by the fact 
that at this time there are 87 distinct classes in 
this branch alone , giving the whole number of pupils 
284, a class for about every three pupils . 212 
This institutional system was an economic blow to 
many private teachers in those areas of the United States 
where conservatories had been founded . Reaction was forth-
coming and sometimes bitterly, as "Phil Harmonic" wrote in 
Boston ten years after the two leading conservatories there 
had been established : 
In Class Instruction, three students are assigned 
to the same hour •• . In Private Instruction, only 
two persons are assigned to the same hour . 
Cf . Annual Ca talogue of the Oberlin Conservatory of Music, 
1902, p. 13 . 
212L. L. S., "The Conservatory of Music, Leipsic," 
The Vox Humana, III, 2, Cambridgeport, Massachusetts and 
Chicago, May 1, 1874, p. 6, c . 2 . 
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Lessons are not cheap--each pupil only gets ten 
minutes ~ Everybody ' s business is nobody ' s business; 
while there might be a weak feeling of emulation of 
everybody in general , there was rarely emulation of 
anybody in particular. • • a three or four years study 
and a diploma certifies that somebody has completed his 
musical education . 213 
There were many writings on both sides of the question 
through the next twenty years, but certainly one of the major 
factors for the almost complete disappearance of this unique 
pedagogical musical practice, which was so closely related to 
conservatories that it was known as "the conservatory system, rr 
was the advent of degree programs in music , more especially, 
. 1 . d . 214 1n app 1e mus1c . 
In 1905, the background of the Oberlin Conservatory 
teachers continued to reflect somewhat, Lang's findings in 
1890, of Berlin and Leipzig as frequent musical centers for 
study, but Paris was no longer a strong third in rank. The 
1905 Catalogue also proved the philosophy of considering the 
Oberlin Conservatory as preparatory training for advanced 
study in Europe; and further substantiated the traditional 
Oberlin practice of appointing the best of the returnees 
to the Conservatory faculty . 
213"Phil Harmonic , rl "Some Musical Blunders, 11 The Vox 
Humana, V, 10, January 1, 1877, p . 1, c . 3 . --------
214 By 1919, the Class System at Oberlin Conservatory 
existed only in the Children ' s Department, where a combina-
tion of private and class lessons was given . Cf . Bulletin of 
Oberlin College No . 146, Catalogue of 1919, p. 194. 
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In a total Conservatory t eaching staff of 28 members , 
21 had been trained at Oberlin, and of these, 15 had done 
further work in Europe , and 9 of these in Leipzig . The 
following figures show the frequency of European conserva-
tories or locations, the majority of the faculty members 
having listed two or more places of study in their profes-
sional biographies : 
Berlin - -
Leipzig 7 
Paris 
Vienna - -
Munich - -
Florence -
London - - - -
14 
10 
3 
3 
2 
1 
1215 
Jeffers offered the probability that the instruction 
in the Oberlin Conservatory was directed towards the educa-
tion of various types of music teachers, and church musicians . 216 
While it was true that Director Rice, in continuing and 
extending the religious beliefs of Shipherd, Stewart, Mahan 
and succeeding leaders of the College, was concerned with 
the spiritual side of education, Rice also had felt that 
there was no dearth of good music schools, Europe had many, 
but what was needed : 
• • • were schools in which the higher development could 
be coupled with a thorough Christian growth on the 
215Bulle t in of the College , Oberlin Conservatory of 
Music (Cleveland, Oh~o :--p. w. Roberts Company, January 1-,-
1905) , pp . 7-98 
216Jeffers , op . cit . 
304 
the part of the student, or at least where the student 
might enjoy opportunities for the highest musical 
culture, and at the same time be surrounded with 
such an atmosphere as s~£Uld foster the development 
of Christian character. f 
This statement also explains the high percentage of 
inbreeding which was purposely cultivated at Oberlin . Its 
own teachers were created by selecting successful students 
and encouraging them to go abroad after their graduation 
for advanced study. Oberlin's own progency would be best 
suited to continue the cultural- religious purposes of its 
being . 
The founders of Oberlin had been concerned with 
education from the first years of the settlement . The 
1846 catalogue read, under 11 Teacher 1 s Department 11 : 
In view of the importance which Common School 
Teaching has assumed, a Teachers ' Department has been 
established, embracing most of the studies pursued in 
the Collegiate Course except the languages, with such 
additions as are necessary to adapt to its purpose • 
• • • at the completion of their
8
course (they) will 
receive the Teacher ' s Diploma . 2l 
Just before the end of Professor Rice's long term as 
Director (from 1871 to 1901), the first courses in Public 
School Music were inaugurated in 1901 . William J. Horner 
was listed as 11 Teacher of Singing, Harmony and Public School 
217Mathews, op . cit . , p. 518 . Rice was President of 
the MTNA in 1880-81,-and in 1882 he received an honorary 
Mus . Doc . from Hillsdale College in Michigan. 
218oberlin Collegiate Institute, l846-47(Qberlin: 
J. M. Fitch, 184(i)", p. 36 . 
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Music."219 'lbe opening course in the spring of 1901 drew 
forty students~ so that two classes had to be scheduled for 
the following academic year. 220 From 1902 Estelle and 
Lucile Reed also taught in the Department of School Music, 
and in 1907, Karl w. Gehrkens was appointed to teach Public 
School Music. He was an Oberlin Graduate of 1905 (A.B.) 
and he received his A.M. in 1912o From 1907, he was also 
Supervisor of Music in the Oberlin Public Schools, and in 
1912~ he was appointed Associate Professor of Public School 
Music. He taught Sight-Singing~ Chorus Practice~ and a 
"Course in Congregational Music;" it will be remembered 
that Oberlin was originally founded by Congregationalists 
of New England. 
The Supervisor's Training Course in Public School 
Music in 1913 was a two-year minimum program~ 221 but it was 
extended to a three-year course by 1919, requiring 90 
semester hours. 222 'lbe "narrownessn of musicians was evident 
here, for there was no academic credit except six hours in 
the third year, and these were given to the History of 
219 Catalogue of Oberlin College, 1901-02~ p. 175. 
Rice died on October ~' 1901. 
220Annual Reports of the President and Treasurer of 
Oberlin College, III, 2, 19QO=ol, p. 64. 
221 Karl Gehrkens, Oberlin Conservatoryr Supervisors' 
Training Course in Public School Music, 1913, ~ pp. 
222Bulletin of Oberlin College, Catalogue of 1912, 
p. 190. 
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r.1usic course. 223 Such a heavily specialized course was not 
fulfilling the ideals of Oberlin College, and in three years, 
the opportunity to pursue a Bachelor's degree with major in 
School Music was opened up. 
The degree Bachelor of School Music was offered in 
1922-23, as a college training course for supervisor's of 
school music. While it did allow some hours for academic 
work, it was heavily in favor of "the acquiring of musician-
224 
ship," and included some special courses in School Music. 
These subjects, amounting to 26 of the 124 semester hours 
were divided over the four years: 
#31 
32 
33,34 
35, 36 
37, 38 
39, 40 
41, 42 
School Music, 
II II 
II II 
II 
II 
" 
II 
II 
II 
II 
II 
SH 
Terminology, 2 
Conducting, 2 
Elementary 
Psychology and 
General Methods 3 
Advanced Sight-
Singing and Ear-
Training 2 
The School Orchestra 2 
Principles and Methods 
of School Music 3 
Practical Work in 
Teaching 1 
Total 26 
ea. 
ea. 
ea. 
ea. 
ea. 
semes~~S Hours 
This Bulletin told of a two-year Training Course in 
High School music, offered because "many High Schools have 
223~. 
224Bulletin of Oberlin College, #176, January, 1922, 
p. 126. 
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recently been inaugurating courses in music for which credit 
226 toward graduation is allowed." As the Oberlin Conserva-
tory had been requiring 15 High School Units since the 
opening of the Bachelor of Music degree in 1903, it was 
possible for four of these units to be "in other areas," 
vthich included music. 
In 1924, Charles Morrison was designated Director 
Emeritus and Frank Holcomb Shaw, (B.M. 1907, Oberlin), was 
appointed the new Director. Authur Heacox joined Gehrkens 
in presenting some of the School Music courses, and became 
an important addition to the theory department. His various 
textbooks in musical theory found ready acceptance through-
out the English-speaking world. 
By the mid-thirties, a Master of School Music degree 
was being awarded, which required one full year of residence 
and 32 semester hours. In these 32, 8 to 12 hours was 
allowed for "practical music, probably leading to a recital." 
A year's work in either theory or advanced history of music, 
6 to 8 academic hours in the College of Arts and Sciences, 
and a Thesis on a major school music project, with 6 to 8 
hours' credit, completed the requisites. Tb insure profes-
sional experience, the degree could not be commenced until 
two years after the granting of the Bachelor of Music degree. 227 
226Ibid. 
227Bulletin of Oberlin College, 1936-37, p. 176. 
308 
Despite economic problems throughout the nation at 
this time, the strong reputation and position of the Oberlin 
Conservatory of Music was reflected in the following 
admission limitation in the Catalogue of 1936: 
The enrollment of students in the Conservatory of 
Music is limited to 350, this being the number that 
can be efficiently cared for with the present equipment 
and teaching force . 22b 
The 15 High School Units remained the same, and the 
Bachelor of School Music degree specified 18 hours in academic 
subjects . For authority, the catalogue read, "the entire 
course is based on the recommendations of the National 
Research Council of Music Education . 11229 This was reiterated 
in catalogues of the next decade, but in recent years, the 
academic requirements have been strengthened. The Bachelor 
of Music Education degree has been replaced by the Bachelor 
of Music degree with ~Major in Music Education, and out of 
a total requirement of from 125 to 134 semester hours, 33 are 
230 
specified in Liberal Arts . 
All students in the Conservatory, including those in 
music education, must spend their third years in Salzburg, 
at the Academy for Music and the Applied Arts, the Mozarteum. 
228Ibid. , p. 172. 
229
rbid . , p. 175. Gehrkens had served on this impor-
tant committee of the MSNC(MENC) for many years, beginning in 
1923. 
23°Bulletin of Oberlin College, 60, 6, General Catalogue 
Number, July, 1962, Section IV, pp. 54-5. 
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Along \'lith the usual courses in Music History and German, 
there are two courses given in the Orff methods of teaching 
music to children. 231 
The Master of Music degree first appeared in the 1921 
catalogue. It required at least one year•s work in advanced 
courses, all grades had to be at least 11B11 or above, and 
the admission was a Bachelor degree conforming to Oberlin•s. 232 
Oberlin•s first earned Master of Music degree was granted in 
1922 to Laurel Everette Anderson. 233 This commencement also 
saw the awarding of the first three Bachelor of School Music 
degrees. 
Since 1959, Oberlin College has granted only the 
following graduate degrees in course: Master of Arts, Master 
of Arts in Teaching, Master of Sacred Theology, and Master of 
Religious Education. In the Conservatory, a Bachelor of Music, 
with Major in Sacred Music (Organ), is available. Under 
Robertson, graduate music degrees were abandoned in order 
to concentrate the resources of the conservatory upon the 
training of undergraduates. 234 
231 Ibid., Section IV, p. 23. 
232 Bulletin of Oberlin College, 1921, pp. 116 and 170. 
233Bulletin of Oberlin College, January, 1923, p. 192. 
234v. Richard Dean Skyrm,"'lbe Oberlin Conservatory--
A Century of Musical Growth and Influencett(Unpublished D.M.A. 
Dissertation, University of Southern California, 1962, 
420 pp.). 
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Returning to a consideration of the original 
Bachelor of Music degree begun by the Conservatory in 1903, 
it will be seen from the following catalogue outline that 
the courses were presented in 11terms" and not in semester 
hours. 
..r!ourse I 
Harmony, 
Preparatory 5 terms 
Course Ear-training 
2 terms 
'---Course II 
Principal Study: 
Secondary Study: 
---counterpoint, 
2 terms 
Canon and Fugue, 
3 terms 
Free Composition, 
3 terms {May be begun and 
~----taken with Fugue). 
- History of IVIusic, 
3 terms, to be taken 
with Course I or II, 
whenever most convenient. 
Harmonic Analysis and 
Analytical Study of Form • 
._ __ 3 terms. 
Piano, Organ, Singing, Violin, 'Cello, 
or Course I in Theory. 
Last Year: Private Lessons and a 
PUblic Recital 
Piano, Organ, Singing, Violin, 'Cello, 
or Wind Instrument. 
N.B. The diagram shows the minimum time for a student 
beginning harmony. 235 
This was definitely a music degree of graduate quality, 
which assumed adequate academic preparation. The degree was 
similar in concept to the Bachelor of Music degree which the 
235oberlin Conservatory of Music (Catalogue), January 
1, 1905, p. 14. 
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Boston University College of Music (in conjunction with the 
New England Conservatory of Music) began awarding in 1877. 236 
The great differences between a Bachelor ££ Music 
degree of a Conservatory of music, and a Bachelor of Arts 
degree with Music Major, are readily evident in a comparison 
of these two course outlines from Oberlin: (1927) 
Model 4 Year Course for the Bachelor of Music Degree 
Freshman Year 
-
Piano, 3 Hours 
daily practice 6.6. 
Secondary Study, 
Organ, Violin, etc, 
1 Hour Daily 
practice 2.2. 
Theory with 
4.4. Ear-Training 
Physical Educatn . l.l. 
Rehearsals and 
Recitals 1 . 1. 
Junior Year 
-
Piano, 3 Hours 
daily practice 6.6. 
Secondary Study, 
1 Hour daily 
practice 2. 2. 
Theory 3. 3. 
Rehearsals and 
Recitals 1.1. 
Electives 4.4. 
SH 
12 
4 
8 
2 
2 
28" 
SH 
12 
4 
6 
2 
8 
32 
Sophomore Year 
Piano, 3 Hours 
Daily practice 6.6. 
Secondary Study, 
1 Hour daily 
practice 2.2. 
Theory 3.3. 
History of Music 3.3. 
Rehearsals and 
Recitals 1.1. 
Senior Year 
Piano-Private 
Lessons 6.6. 
Recital - Major 
Study 
Rehearsals and 
Recitals 1.1 
Electives (4 Hrs. 
of which may be 
a Recital in the 
Secondary Study) 
The electives open were: Choir, Musical Union and Orchestra; 
Courses in dramatic expression and Terminology, "and also 
236cf. Wager, ~· cit., p. 47. 
SH 
12 
4 
6 
6 
2 
jO 
SH 
12 
8 
2 
8 
30 
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courses in the College of Arts and Sciences. 11237 Here again 
was a professional degree with little consideration for 
liberal arts content. Oberlin's combined College-Conserva-
tory Course permitted 40 hours in music, and specified that 
a student must have taken two full years of music theory 
before he could receive credit for "practical music" 
(applied). Ten hours was the maximum allowed on the major 
instrument, and these were possible in the Junior and Senior 
years. Notable is the semester-hour creditation for applied 
music, rather than being computed on a certain number of 
hours daily practice, as in the Bachelor of Music course. 
The Bachelor of Arts with Music Major degree at Oberlin in 
1927 was planned as below: 
Freshman Year 
English Composition 
Bible 
Physical Education 
Ancient Language or 
Mathematics 
Modern Language 
Theory of Music 
Elective 
Junior Year 
Psychology and 
Philosophy 
Theory of Music 
Electives 
History of Music 
Practical Music 
SH 
4 
2 
2 
6 
8 
8 
2 
32 
SH 
6 
6 
8 
4 
4 
28" 
Sophomore Year 
Science (preferably 
Physics) 
'lheory of Music 
Physical Education 
Electives 
(Practical Music) 
(No credit) 
Senior Year 
Bible 
Electives 
Practical Music 
SH 
8 
8 
2 
6 
w-
SH 
One more semester or two 
more summer sessions 
were still needed to 
reach the required 
124 hours 
237oberlin Conservatory of Music 1927 Catalogue 35 
---' , p. • 
238~., pp. 40-42. 
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After completing these requirements and receiving 
the Bachelor of Arts degree~ the student was then eligible 
to enter the Conservatory where he could earn a Bachelor 
of Music degree in two or two-and-a-half additional years. 239 
In 1936~ four combination courses were possible for 
the students at Oberlin: 
1. A four-year course of study with a College of 
Arts and Sciences major in music. The degree 
earned was a Bachelor £[ Arts. 
2. A five-year course to the Bachelor of Arts and a 
Certificate in School Music from tne Conserva-
tory department. The first two years were spent 
at the Conservatory~ and the last three at the 
College of Arts and Sciences. 
3o A six-year course leading to both the Bachelor 
of Arts and Bachelor of Music degrees. Students 
completea-the first four years at the College 
of Arts and Sciences~ and then transferred to 
The Conservatory. 
4. A six-year course leading to the Bachelor of Arts~ 
and Bachelor of School Music degrees. T.he-----
first two years were spent at the Conservatory~ 
and the last four at the College of Arts and 
Sciences. In this program~ the Bachelor of 
Arts degree was given at the end of the fifth 
year~ and the Bachelor of School Music degree 
was awarded at the end of the sixth year.2~0 
In 1962~ it \'las possible to fulfill course no. 3 
above in five years for a performance major. Course no. 2 
239Ibid. and cf. Bulletin of Oberlin College~ #146, 
Catalogue of 1919~ p. 188. --
240Bulletin of Oberlin College~ 1936-37~ p. 61. In 
course no. 1 above~ tne minimum number of semester hours in 
music was 26~ and the maximum~ 40. Also cf. ibid.~ p. 175; 
NASM standards were the guide in planning the-courses. 
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above had been assimilated into course no. 4, and the six 
years were still required to complete both degrees, which 
became the Bachelor of Arts and the Bachelor of Music with 
Music Education as a major. 241 
In a study made in 1929, Mook had evaluated Oberlin's 
philosophy as being unusual in college-affiliated conser-
vatories. He found that Oberlin did not stress the combined 
college and music courses, though they were available. 
More emphasis was placed upon academic entrance requirements, 
so that the music student at Oberlin Conservatory could 
devote more of his time to music and less to regular college 
study. More stress was laid upon performance at Oberlin 
than at either of the other two music schools in the study, 
Northwestern University and Syracuse University. 242 
Mook also found that the ability of Oberlin to meet 
and fill its stated aim of "the production of intelligent 
musicians of liberal culture in the various departments of 
musical activity" was much greater than that of the other 
two schools. 243 
241oberlin College Bulletin, 60.6, General Ca talogue 
Number, July, 1962, Sect2on IV, p. 13. The minimum require-
ments for a major in music in the Bachelor of Arts degree 
(old course #1 above), had been raised to 38 hours, with 
applied music accounting for from 8 to 16 hours. cr. ibid., 
section II, p. 86. ----
242Kenneth c. Mook, "An Analytical and Historical 
Study of Three Specified Schools of Music 11 (Unpublished M.Sc. 
in Ed. Thesis, Northwestern University, 1929), pp. 19-20 and 29. 
243Ibid., p. 18. 
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The strength of the Bachelor of Music degree and 
the importance given to performance at the Oberlin Conser-
vatory stem from its administrative position. In many 
university schools of music, it is frequent to find the 
Music Department as one branch of a "School of Architecture 
and the Arts" as at Auburn University in Alabama, or as 
one of a group of schools in a larger 11 School of Fine and 
Applied Arts 11 as at Boston University in Massachusetts, but 
Oberlin remains as a part of Oberlin College, however it is 
organized on a Conservatory basis . 
A conservatory which is affiliated in some way with 
a college does maintain an invaluable relationship. Its own 
students are given the opportunity for course work in the 
other schools of the university or college, and the conser-
vatory offers the general college students applied and 
specialized course instruction, and various performing 
groups. A conservatory which is connected with a college 
rarely maintains different applied fees for various instruc-
tors, although this is the usual case with the independent 
conservatories. The Oberlin Conservatory has one charge 
only, the same for all teachers. 
In supporting the cultural milieu, Oberlin has 
scheduled renown artists for its concerts and musical 
dramatic productions. In 1901, for example, Oberlin heard 
Georg Henschel and his wife in vocal recital; Gabrilowitsch 
on piano; Maude Powell on violin; Alberto Jonas, piano; 
Edwin Lemare of London, organ; The Philharmonic String 
Quartette of Cleveland; and the Pittsburgh Symphony 
244 Orchestra with Victor Herbert conducting. Before the 
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end of the nineteenth century, Oberlin Conservatory had 
begun publishing its annual list of concerts and recitals 
of visiting artists, faculty, and students. The Cleveland 
Symphony Orchestra has been a local cultural asset of first 
quality, and has played many concerts on the Oberlin campus, 
through its history. 
Oberlin's various performance groups have been an 
important part of the entire college life since the founda-
tion of the Oberlin Musical Association in 1837, and the 
245 
early orchestras and bands. In 1960, the following musical 
organizations were active at Oberlin: The Musical Union, a 
large choral group of 300 voices; the 60 member Oberlin 
College Choir, which annually tours the United States; and 
244Annual Catalogue of the Oberlin Conservatory of 
Music, 1902, p. 57. - - -
245The terms for band and orchestra were not as clear-
cut as in the twentieth century. In Vol. II of Fletcher, 2Q. 
cit.;, , opposite p. 799, the reproduction of an old photograph 
entitled "'!he Oberlin String Band" shows this instrumentation: 
organ, 6 violins (two of which may be violas), 2 flutes, 
piccolo, bass viol, cornet, 2 'cellos (played while standing 
up). Oberlin's Brass Band participated in the important 
parade o£ July 7, 1859, which was held to welcome the release 
of the Oberlinites who had been incarcerated as a result of 
the famous Oberlin-Wellington Rescue Case. Cf. Fletcher, ibid., 
Vol. I, pp. 411-12. ----
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the Chapel Choir. In addition to many student ensembles, 
there are three residence faculty chamber groups: a Faculty 
String Quartet, a Faculty Woodwind Quintet, and The Oberlin 
246 
Baroque Ensemble. The Oberlin Opera Laboratory and the 
Musical Union productions are assisted by the Oberlin 
Chamber Orchestra, a student group; while the larger Oberlin 
Orchestra of 90 members which gained widespread acclaim 
under the leadership of David R. Robertson, when he was 
Director of the Oberlin Conservatory from 1949 to 1961, has 
been capably conducted by James s. Ballinger, Director of 
the Conservatory since 1962. 
Although the Oberlin Conservatory has functioned as 
a conservatory within a college, there has been more "breadth 
of culture sought in related studies" than is possible in 
the independent degree-granting music school. Professor 
Edward Dickinson, of Oberlin College, who was the "first 
and for many years the only man in America holding full 
professorial . rank, {and) whose entire time was given to 
lecturing upon the history and criticism of music," writing 
on the Oberlin Conservatory, said: 
Its praise seems to lie chiefly in the fact that 
while it insists upon the strictest technical drill, 
it makes technique a means and not an end, keeping ever 
the end in view; holding before every student an ideal 
246oberlin College Bulletin, 59, 5, ~ Conservatory 
of Music, May 1961, p. 9. 
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higher than the technical or the vocational, higher 
even than that of musicia~ahip--the ideal of culture, 
of reverence, of service. 7 
Indeed, when the College finally assumed all financial 
control and responsibility for the Conservatory in 1885, the 
position of the music school in relation to the college was 
clearly uttered by President Fairchild, when he spoke: 
• • • This is not a mere Conservatory training, where 
music alone is the interest and thought at hand. Music 
in its bearing on human character and life, is the 
great thought •••• The man who knows music and 
nothing else is greatly lacking in the elements of 
substantial character. • • • 
A school of general learning, therefore, is the 
natural and desirable place for a training in music. 
In such a neighborhood music will stand in its proper 
relations in the general thought, other forms of 
culture will be appreciated and secured, and the music 
and the musician will share in the benefit •••• 
The University will furnish to the Conservatory 
the atmosphere and sunlight e~~ential to the special 
growths which it cultivates.24b 
That this was a far different concept than the 
typical European conservato~y of music, was apparent to 
Europeans also. Lavignac, a Professor of Harmony at the 
247Edward Dickinson, "'lhe Oberlin Conservatory of 
Music," Oberlin Alumni Magazine (Supplement), XIX, 8, 
(May, 1923), pp. 11 and 15. 
248James H. Fairchild, "Place and Work of a School 
of Music in Connection with Oberlin College," Order of 
Exercises at the Dedication of Warner Hall, Oberlin Conser-
vatory of MUsrc-(dberlin, OhiO: I. W.~tison, 188~. 
21-2. L. c. Warner, an Oberlin College graduate of i8o5~­
officially gave the building to the College at these dedica-
tory exercises on December 20, 1884. This has been the 
only large endowment, so to speak, that the Oberlin Conser-
vatory has received through its history. 
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Paris Conservatoire, in his book Musical Education, 249 
discussed the fact that American and European conservatories 
could not be compared because of their different philosophies. 
While he gave cursory infor,mation about six conservatories 
in the United States, these were all independent institu-
tions, of a type which he called "Ecole libre. 11 The Oberlin 
Conservatory was not mentioned, despite the fact that it 
was the first important conservatory in the nation to open 
its doors. 
As the needs have arisen, the Oberlin Conservatory 
has kept pace with current changes throughout its history; 
from an early placement bureau_, 25° to degrees, to the 
invaluable Junior Year in Austria. The Oberlin Conservatory 
is an American College of Music, far removed from the 
Mendicanti, the Paris Conservatoire, and the Leipzig 
Conservatorium. 
249Albert Lavignac, Musical Education, Translated 
from .the French b~ Esther Singleton, (New York: D. Apple-
ton and Co., 1902), pp. 433-440. 
25°catalogue of ~ Conservatory £[ Music, Oberlin 
College, 1872-73, p. IO, which read: 
.All who faithfully pursue the Course adopted in 
the Conservatory, and wish for situations as teachers, 
organists, or singers, will receive any assistance we 
can give. Notice of a desire for a situation, must 
be given in writing, three months before leaving the 
Conservatory. 
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Summary 
The Oberlin Conservatory, founded one year before 
the Moscow Conservatory, was the first important continuous 
American institution of this type. For two years it was 
operated as a private enterprise, although its officers of 
instruction were also faculty members of Oberlin College. 
In 1867, the Oberlin Conservatory was then incorporated 
into Oberlin College; however it retained its own fiscal 
independence and financial responsibility for almost two 
decades. 
It was openly modelled after the German-type 
continental conservatory, and it was heavily staffed by 
Leipzig-trained musicians. Its own graduates were encouraged 
to study advanced work in Europe, and many of them, upon 
returning, were appointed to the Conservatory staff. 
This music school emphasized the acquisition of 
thorough musicianship in its earliest years, while treating 
the academic preparation of the music student as beyond its 
primary function. At the same time, Oberlin College allowed 
its undergraduates to study certain courses at the Conserva-
tory, but retained a collegiate balance between the theoretical 
and practical divisions of music. 
Oberlin College, which had first inaugurated co-edu-
cation, which had first invited negro students to its campus, 
and which had the first chair of music in American Colleges, 
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was also the first Conservatory of Music to offer a 
Bachelor of Music degree. While this degree was highly 
practical in content, it did open the way for more well-
balanced degree programs which contained liberal arts 
courses for one quarter of the required course work. The 
ideal education for college music students at Oberlin has 
been a combination- degree program, where a Bachelor of Arts 
and a Bachelor of Music degree are both possible in five 
or six years' time. 
The Oberlin Collegiate Institute's teachers' courses 
were begun in the 1840's, and the Oberlin Conservatory be-
gan its offerings in Public School Music at the beginnings 
of the twentieth century. These have grown and developed 
into special degree curriculUms which have prepared teachers 
of music in the public school systems, with a high degree 
of musicianship coupled with liberal arts and professional 
education backgrounds . Since 1958, the Oberlin-in-Salzburg 
movement has reiterated the early esteem for European music 
study--however in a more uniform and balanced set of 
offerings . 
The Oberlin Conservatory of Music has developed from 
a typically nineteenth century European type music institution 
into a twentieth century American degree-granting College 
of Music, which is concerned with much more than the 
vocational aspects of a musical education. Its purpose has 
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been to educate liberally, the entire individual, and in 
its entity as one of the three departments of Oberlin College, 
it affords added opportunities to both its own students and 
to those students in the Graduate School of Theology, and 
the College of Arts and Sciences, who desire conservatory 
courses and training. 
In its century of existence, it has gradually 
eliminated the European Conservatory or Class System of 
applied instruction in favor of private instruction. It 
has consistently demanded first quality performance in its 
own student recitals and performing groups, and has presented 
a high concert artist series through the years. Its proximity 
to Cleveland has made available the various cultural advan-
tages of a metropolitan area to its student body. 
The Oberlin Conservatory of Music is a prototype 
of the school of music which is an integral part of the 
college. 
Another important early American conservatory, of a 
type different from either the Peabody Conservatory which 
has been part of a cultural institute, or from the Oberlin 
Conservatory, which has been part of a college almost from 
its first year, was opened in Boston in 1867. The New 
England Conservatory of Music has remained an independent-
type music school from its inception. 
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Like the Peabody and Oberlin Conservatories, it was 
primarily fashioned after contemporary European institutions, 
but in its century of existence, it has developed into an 
American college of music, granting degrees and administering 
its own academic department . 
Because the institution resulted from earlier trials 
on the part of one individual in ·establishing music schools, 
and because this man founded the New England Conservatory 
and directed it for its first quarter century, the background 
of Eben Tourj6e (1834-1891) is linked inseparably to the 
history of the New England Conservatory of Music. 
/ Eben Tour jee 
/ Young Eben Tourjee, the second child of Ebenezer s. 
Tourj6e, was a textile millworker in Rhode Island, from 
ages eight to thirteen . He sang well as a boy, and Governor 
Elisha Harris paid for Eben 1 s vocal lessons in nearby 
Providence . The boy taught himself organ by practicing in 
the village church, and in time became the church musician. 
Upon the improvement of the family financial condition, Eben 
became a student at the East Greenwich Seminary, and two 
years later, he was clerk in a music store in Providence. 
At the age of 17, he opened his own music store in Fall 
River, Massachusetts, which he operated on and off until 
early 1857. He was in Newport in 1855 where he founded the 
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Newport Musical Institute, and also where he was married to 
Abbie TUell in October. 
The enterprising young man organized vocal classes, 
taught music in the public schools of Newport, and expanded 
his business establishment at Fall River into dry goods and 
other home commodities. 251 He was listed as one of the two 
252 
music teachers in the 1855 Fall River city directory, and 
apparently his father, who was l~ted as a clerk in the music 
store, was a partner. 253 Tburj~e worked successfully with 
children in music, and he began to display early his extra-
ordinary gifts of organization and promotion. His method 
of teaching by classes was already developing at this time. 
This advertisement was to reveal much of Tburj6e 1 s efforts 
in music education for the next 35 years; 
Grand Juvenile Concert 
and Second Representation of the 
Truly Splendid Floral Cantata 
The Flower Queen 
/ . Mr. Tburjee would respectfully announce that the 
above presentation of the Flower Queen by his classes 
251The Fall River Monitor, XXVIII, 46, Nov. 5, 1853, 
p. 3, c. 4.~urj~e's New Music and Fancy Goods Store ••• 
has just opened at his new store a splendid assortment of 
piano fortes. • • and English, French and German Fancy goods, 
Ladies work boxes, and Reticules, portfolios, card cases, beads, 
mirrors, combs, opera glasses, Tea Bells, Sewing Birds, 
Perfumery ••• 
252 The Fall River Directory (Fall River: Robert Adams, 
1855), p. 14b."" --
253The Fall River Directory, ibid., 1857, p. 142. No 
Tourj6es were listed in the 1859 issue-of this bienniel volume. 
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will take ~lace at the new Music Hall on the evening of 
Feb. 14, 1856; on which occasion his Juvenile Classes 
will all appear, forming a full and effective Chorus. 
The principal Solo parts will be sustained by the best 
talent which could be selected from his Classes. In 
addition, will be performed Songs, Duetts, etc., with 
Choruses from the "Carmina Melodia." 
Mr. T. begs leave to state that he has devoted the 
entire season to rehearsing and preparing for this 
Concert. • • / 254 
Tickets: 25cts. may be obtained at Tourjee's. 
/ While in Fall River, Tourjee organized and arranged Musical 
Institutes, of a few days' duration, which featured some of 
the great touring teachers of the movement. A. N. Johnson, 
E. H. Fort, B. F. Baker, and other singing school and conven-
/ tion specialists depended on Tburjee for much more than the 
sale of tickets when they came to Fall River. 255 He booked 
the Mendelssohn Quintette Club concerts in the town, 256 and 
254The Fall River News, XI, 44, January 31, 1856, 
p. 3, c. 5 TUnpag.) 
255The ~River Monitor, XXIX, 23, June 10, 1854, 
p. 3, c. 2. 
256 Ibid., XXXII, 9, February 28, 1857, p. 3, c. 2. 
Also cf. Roger P. Phelps, "'lhe Mendelssohn Quintet Club: A 
Milestone in American Music Education," Journal of Research 
in Music Education, VIII, 1, Spring, 1960, pp. 3~46. This 
unique chamber group was organized and managed by the Irish-
man 'lhomas Ryan (1827-1903), throughout its entire career, 
from 1849 to 1898. Devoting itself solely to chamber music, 
it gave the first chamber music concert, and was the first 
professional ensemble to establish a conservatory of music. 
The National College of Music, opened in 1872 with an 
encourag~ng enrollmen~of 200 students. The school, directed 
by Ryan, and using the other members of the Quintet as 
professors, closed however, in the following year, partly due 
to the devastating Boston Fire of 1873. It may also have run 
into stiff competition from other institutions such as the 
Boston Conservatory of Music, and the New England Conservatory 
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he edited and published a small sheet called The Key-Note, 
which was incorporated into the Massachusetts Musical 
Journal . 257 The second issue of this Journal featured a 
"Fairview Waltz 11 which may have been Tourj~e's composition. 258 
By 1856, Tourjee was obviously losing money in the 
music business, for his shop gradually changed into a rug 
store, 259 and two years later, he was devoting all his time 
to directing the music in the East Greenwich Seminary, the 
same school where he had had the opportunity to begin his 
education ten years before . The Musical Institute was 
of Music, both of which were founded in 1867. The severe 
financial Panic of 1873, with resulting business depression, 
undoubtedly had its adverse effects upon an institution of 
the arts; as had the Depression of the 1930 1 s, which forced 
the Nashville Conservatory (Tennessee) to close its doors in 
1936 . 
257The Massachusetts Musical Journal, I, 1, May 1, 
1855, p. 4 of this inaugural issue called it a sequ~ to 
The Boston Musical Journal . P. 8 listed Even Tourjee as 
General Editor, and p. 5 mentioned the Boston department of 
the paper as being conducted by "J. R. Miller, a partner in 
the firm of A. N. Johnson and Co . " 
258 The Massachusetts Musical Journal, I, 2, May 15, 
1855, pp . 1~5. The fifth issue of the paper, on July 16, 
1855, was the last to carry Fall River in the masthead, and 
it listed the ubiquitous B. F. Baker of Boston as co-editor 
(cr . p. 36), Ibid. , I, 5, July 16, 1855. The next issue was 
published in ~on, and by Vol. II, 1, of May 1, 1856, B. F. 
Baker was "Editor and Proprietor," the paper's name Wqs 
changed back to The Boston Musical Journal, and Tourjee was 
nowhere mentione~enceforth. The final issue was II, 20~ of 
February 15, 1857, which transferred all remaining subscriptions 
to Dwight's Journal of Music. (p. 4). 
259 The Fall River News, XII, 24, Sept. 10, 1856, p. 2, 
c. 4. and cr7 IOIU. , XII,~ December 25, 1856, p. 4, c. 2, 
"Tourj6'e 1 s Cheap-Carpet Store." 
connected to the Seminary, but had a separate charter of 
its own, 260 and Tburjee continued to teach most of the 
vocal students in classes. 
In 1863, Tourjee travelled to Europe where he 
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studied the conservatory systems in France, Italy, and 
Germany. He conferred with Marx and Stern in Berlin, and 
is known to have studied with August Haupt, the organist. 
, 
Although Tourjee's main purpose was to investigate the 
methods, textbooks and conservatory curriculums, he was 
impressed with the congregational singing in the German 
261 
churches, which was to aid him later in his development 
of the Praise Service form of worship. 262 
Upon returning to Rhode Island in 1864, he started a 
Conservatory of Music in Providence, and in three years he 
opened the New England Conservatory of Music in Boston. 
The New England Conservatory of Music 
The New England Conservatory of Music263 opened in 
seven rooms of the Music Hall in Boston, on Monday, February 
260w ·t 42 ager, ~· £!_., p. • 
261Henry M. Dunham, The Life of a Musician, Woven 
into a Strand of H1stor1 of tne New England Conservator1 of 
MUS:rc-(New YorK: Richmon~Borougn-Pub. and Printing Co.,--
1931), p. 40. 
1877, 
262Mathews, ~· cit., p. 462. 
263cf. New England Conservatory of Music (Catalogue), 
p. 4; "In'""T8'67, the Providence Conservatory was 
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264 18, 1867, to a large number of pupils. Listed with 
/ Tourjee as another director was Robert Goldbeck, who left 
Boston the following year. 265 The instructors in the school 
were: Otto Dressel, B. J. Lang, Ernst Perabo, Carl Zerrahn, 
Signor Dama, G. E. Whiting, s. A. Emery, w. H. Schultze, 
Wulf Fries, and August Stein. Signor A. c. Maggi was 
266 professor of Italian, Lewis B. Monroe taught classes for 
the Development of the Voice, and Luther w. Mason taught 
Elementary Singing Classes. A special Sight-Singing class 
"according to the system pursued in the leading schools of 
Europe 11 met on Friday evenings, and children in the public 
Schools could arrange lessons on Wednesdays and Saturdays. 267 
reorganized in Boston under the name of the New England 
Conservatory." There was a Massachusetts Conservatory of 
Art, Science and Historical Relics, which had planned to-
OUild a museum:fn the form of a Greek Cross, in the center 
of the Public Gardens, in Boston. Although one of the four 
arms of the Greek Cross was designated for Fine Arts, this 
referred only to statuary, paintings, and other .obJets d 1art. 
Cf. Conservatory Journal, I, 1, April 9, 1859, Boston: edited 
by William E. Baker. 
264 Daily Evening Traveller (Boston), XXII, 274, 
Tuesday, February 19, 1867, p. 2. 
265Goldbeck opened a conservatory in Chicago in 1868, 
and was one of the directors of the Beethoven Conservatory in 
St. Louis, from 1873-78. Of the ten instructors at the New 
England Conservatory, 5 were German-born and trained; and two 
of the native Americans had studied in Germany and one in England. 
266 Italian is the only academic subject which has 
been taught continuously from the opening term of the New 
England Conservatory. 
267Boston Daily Traveller, ~· cit. 
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Similar to the Peabody, all the orchestral concerts 
and 1'musical soir6es 11 given by the New England Conservatory 
were free to all its pupils. Unlike Oberlin, classes in 
the New England Conservatory wer e separately held for ladies 
and gentlemen, in the first years . But, the school followed 
the pattern of European obeisance, for its goal was to equal 
"the renowned conservatories of Leipzig, Paris, Stuttgart, 
Prague, and others . 11 268 
In its first year, 1414 pupils enrolled in the New 
England~ and in its second season, the number jumped to 
1824, of whom one quarter were male students . 269 The first 
catalogue of the school gave a long explanation of .the aims 
and methods to be used . A specialized school of the 
conservatory-type was defended, and "Europe which has had 
her schools and conservatories of music for centuries 11 was 
given as substantiation . 'Ihe Old Continent's pre-eminence 
in music naturally followed the universal support of music 
there. In America , the need for special music schools which 
could instruct in every branch of the musical art, had been 
long felt. 
1867, 
268nailY Evening Traveller, XXII, 277, February 22, 
p. 2 . 
269Annual Calendar and Circular of the New England 
Conservator~ of Music , 1858;-p. 14. --------
Ibi .;-but 1869, p. 17 . 
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The New England Conservatory's chosen location in 
Boston, the cultural hub of the post-war Union, and moreover, 
its occupancy of the Music Hall rooms, gave it unsurpassed 
advantages of which Oberlin could not claim. 
The courses of instruction embraced the "class 
system" exclusively, and the students were divided into five 
270 grades, with each grade being subdivided into three 
divisions . Instrumental classes were limited to six student~, 
and harmony and composition, to eight pupils. As if to 
banish all concern in the class or conservatory method, 
Mendelssohn was quoted in support of both conservatories and 
the class system! 
An institution such as the Conservatory has this 
advantage over the private instruction of the individual, 
that, by the participation of several in the same 
lessons and in the same studies, a true musical feeling 
is awakened and kept fresh among the pupils; that it 
promotes industry and spurs on to emulation, and that 
it is a preservative against the one-sidedness of 
education and taste--a tendency against which every 
artist~7Iven in the student years, should be upon his guard. 
27°In 1870, The New England Conservatory Method 
(Boston: Oliver Ditson Co., 1870), 272 pp., was compiled 
for the first three grades of pianoforte instruction: the 
Preface, p. 3, was signed by Tourj6e: and Foreign Fingering 
or American Fingering Editions were available. 
271 Annual Calendar and Circular of the New En§land 
Conservatory of Music, (BOs~: Edward L7 ~cn;-186 ), pp. 
18- 21. This catalogue included a list of the musical pro-
grams which had been given at the school from March 30, 
1867 to February 15, 1868. 
331 
By 1870, there were 13 piano instructors, 6 vocal 
instructors, and teachers for every one of the standard 
orchestral instruments, with the exception of the French 
Horn, but including the harp. In the faculty, John K. 
Paine taught Church Music, Piano and Organ: Carl Zerrahn 
taught Instrumentation and conducted the Chorusj Luther 
Whiting Mason taught Notation and Elementary Singingj and 
Carlyle Petersilea taught piano. French and German were 
also added to the language department. 272 
The New England Conservatory of Music was a large 
undertaking, unlike any other music school in the United 
States up to that time. Classical chamber concerts were 
given every two weeks, and student recitals were weekly 
events. The oratorio rehearsals under Zerrahn were free 
to the pupils, and weekly lectures were given to the 
enrolled students gratis, by the faculty and visiting 
lecturers, in various subjects. Tourj6e•s concern about 
the narrowness of the education of musicians was seen in 
the annual catalogue, where, they "are apt to confine their 
272 New England Conservatory of Music, Boston Music 
Hall, (Catalogue), February, 187o4 pp. 4-5. Guitar was also OTrered. Carlyle Petersi1ea (184 -1903) was born in Boston 
but had been educated at the Leipzig Conservatory, where he 
studied from 1862-65, graduating with the highest honors in 
piano (cf. Mathews, 2£· cit., p. 136.) He left the New 
England Conservatory in !871, to direct his own Petersilea 
Acad~ of Music in Boston. He returned to the New England 
in 1~ ,-ana then moved to California in 1892. 
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attention wholly to the achievement of technical skill upon 
the instrument ••• "273 Thus, among the usual history of 
music topics, the lectures included Acoustics, Musical 
Criticism, "The Optical Method of Studying Sound," delivered 
by Professor Pickering of the Institute of TechnolQgy, "The 
Life and Works of Dr. Marx," and "Music as a Branch of 
Refined Education, 11 the latter two given by Adolph Kielblock, 
274 / 
of the Conservatory Faculty. TOurjee also made available 
to the students his own rather large personal library, which 
was called the Conservatory Library. 
The lack of money in the institution's early days 
may have been obvious in the room furnishings, but Tourjee 
used the available profits for faculty, and for scholarships, 
the institution having been incorporated in 1870. Tburj6e 
offered 12 "free scholarships for ages 8 to 14, to Boys on 
the Violin." Two scholarships to each state in the Union 
were also offered in voice and other instruments, and 
restricted to the above age group, but not specifying sex. 275 
273New England Conservatory of Music, 1870 Catalogue, 
p. 22. 
274Ibid., p. 23. Kielblock's lecture, which was 
published ana-5old separately by the New England Conservatory 
publishing department, was undoubtedly on the musician Adolf 
Bernhard Marx, who was a founder of several conservatories, and 
who had recently died in Berlin, in 1866. 
275Ibid., p. 24. Also cf. "Reminiscences of Early 
Conservatory Experiences, 11 Alumni Opts, Alumni Association 
of the New England Conservatory, Bos on, 1951, p. 19. 
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The Boston Conservatory of Music 
This marked interest in students for the violin 
l'las due in part to the influence of the rival Boston 
Conservatory of Music, which had been founded exactly one 
week earlier than Tourj6e 1 s school, by Julius Eichberg 
(1824-1893), a well-known violinist, composer and conductor. 276 
The ·Ger.man Eichberg had studied with Eichler and Rietz as 
a youth, and then had entered the Brussels Conservatory at 
19, where he worked under Fetis and deBeriot. After 
teaching for eleven years in the Geneva Conservatory, he 
came to New York City in 1857, and then to Boston two years 
later. 
Eichberg conducted the small orchestra of the Boston 
Museum for seven years, during which time his most famous 
opera The Doctor of Alcanta~a, a work which retained some 
popularity, was first produced in 1862. 
Upon the introduction of music into the high schools 
of Boston in 1869, and its extension to all the city's 
secondary schools by 1872# Eichberg was appointed supervisor 
of high school music. Under his direction, the high school 
276nay§Y Evening Traveller, (Boston), January 26, 1867, 
and February , 1867, p. 2. The school was located on Tremont 
St. in the Mason and Hamlin Marble Building. The opening 
advertisement told that 11 the two grades of Leipzig will be 
the standard. 11 Also cf. The Boston Herald, October 29, 1937, 
for a photograph of the building, which was built by Charles 
Bullfinch, c. 1810. cr. Julius Eichberg, The Girls' fl§S 
School Music Reader (Boston: Ginn and Company, 1879 1 1), 
177 pp. Two of Eichberg's choral works are included: "Chorus 
of Spinning Maidens," p. 95; 11 To Thee 0 Country," p. 151. 
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music books of the period, which were published for the 
Boston school system, contained a very high quality of 
worthwhile music, up to three and four parts. . Eichberg is 
known for his patriotic hymn "To Thee 0 Country," on words 
of his daughter Anna, and some of his chamber works were 
Premiered by the Mendelssohn Quintet Club. Through his 
Boston Conservatory he developed many student ensembles, 
one of which, a string quartet, was composed of four young 
girls, each twelve years old. 277 Another quartet was later 
sent, as a group, for a year's study at the Royal High 
School of Music in Berlin. Upon returning to the Boston 
Conservatory, they concertized throughout the metropolitan 
278 Boston area. Besides Director Eichberg, the thirteen 
instructors of the Boston Conservatory in 1889-90 were: 
Mrs. Charles Lewis, Carl Pflueger, Thomas A. Leverett, 
W. R. Gibbs, Lillian Shattuck, Emma LeB. Kettelle, Her.man 
P. Chelius, Albert Van Raalte, Laura Webster, Wulf Fries, 
279 M. DeForrest Siple, George Behr, and Villa vlliitney White. 
The Diploma, which required two to three years, was 
awarded for a full course on the instrument or voice, which 
277vox Humana, VI, 8, November, 1877, p. 6, c. 3. 
Lillian Chanafer was the leader. 
278Boston Conservatory of Music, n.d., the four 
were The Misses Lillian ShattucK:(later to become a faculty 
member), Lettie Launder, Emme Grebe, and Laura Webster. 
279cr. Mathews,~. cit., p. 466. 
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also carried theory and harmony. The conservatory or class 
system was used throughout the school, with four being the 
highest number of students in any applied class. 
While Eichberg lived, the Boston Conservatory was 
280 
nationally recognized for its violin department, but 
upon his death, the new director Herman P. Chelius emphasized 
the piano department, and the Conservatory subsequently 
lost its renown, which had been built upon Eichberg and 
281 his violin school. 
The Later history of the Boston Conservatory of 
Music was uneven and non-continuous. In June of 1896, it 
was legally incorporated as a capital stock corporation. 
282 Two reorganizations took place in 1902 and 1905. On 
August 15, 1914, its name was changed to the Boston Conser-
vatory of Music ~ College of Oratory. A period of 
28°cf. Elson, ~· cit., p. 344, and Mathews, ~· cit., 
pp. 465 and 468. Many of tne Boston Conservatory concerts--
were performed in the Music Hall, which housed the New 
England Conservatory until 1882-83. 
281Isidor Eichberg, Julius' brother, was business 
manager of the Boston Conservatory during the 1880's; 
several documents in the files of the Boston Conservatory 
so bear his signature. Julie Eichberg, who was their sister, 
was married in Baltimore to Jacob Henry Rosewald, the Baltimore 
violinist and conductor. Cf. Keefer, ~· ~., p. 159. 
Benjamin Cutter, who was to become important in the New 
England Conservatory of Music theory department, and in writ-
ing theoretical textbooks, had received his early training 
under Julius Eichberg. 
282An extant $50,000 capital stock certificate, 
dated January 3, 1902, carries Percy Goetschius as Vice 
President of the Corporation. 
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stability and fame returned in 1919-20 under the director-
ship of Agide Jacchia (1875-1932). He had studied at the 
Parma and Pesaro Conservatories, and was a pupil and 
intimate friend of Mascagni. He conducted opera in Italy, 
in America with Mascagni, in Montreal, and he was the 
conductor of the Boston Pops from 1916-23. The upward 
rise of the Boston Conservatory was temporarily stopped by 
the general financial depression. Jacchia returned to Italy 
and one of his students, Albert Alphin, who had organized 
the Associated Studios of Music in several eastern cities 
in 1927, amalgamated the Associated Studios with the Boston 
Conservatory of Music in . l933. Alphin first purchased the 
rights of the school, following Jacchia's death in 1932, 
and then had the corporation dissolved as a business. He 
re-established the Boston Conservatory of Music as a non-
profit educational institution, and he served as President 
Of the Board of Trustees until 1941. 283 
During this time, the Boston Conservatory was granted 
permission to award the Bachelor of Music Degree (1938). The 
heavy influx of servicemen veterans following the Second 
World War, strained the physical plant, and new buildings 
were opened in 1949-50 in the Fenway. 284 During Alphin's 
283Personal interview with Albert Alphin, Director 
Emeritus, on May 25, 1962. 
284Inez Lind, 11The Boston Conservatory--Progress 
Remarkable, 11 Boston Daily Globe, July 11, 1950. 
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long regime as Director, which extended from 1933-1961, 
the scope of the Conservatory was broadened when a Bachelor 
of Fine Arts degree was offered in 1950-51, with major in 
Drama or Dance. According to the 1962-63 catalogue, it 
was possible to acquire a Minor in Musical Theatre, under 
a r-:Iajor in Drama; and a Minor in Drama was also available 
with a Major in Dance, both degrees reading Bachelor of 
Fine Arts . The Boston Conservatory of Music therefore 
offered one of the few degree programs in Dance, Drama, 
and Musical Theatre among the conservatories of the nation, 
in mid-century. 
The Master of Music degree, first offered in 1957, 
allowed majors in Applied, Composition, or Music Education. 
The Boston Conservatory of Music, a member of the NASM, is 
now called a "College of Music, Drama and Dance." Although 
the conservatory or class system of applied instruction has 
ceased to function as a major pedagogical policy, similar 
to other institutions, the Boston Conservatory still offered 
in its latest catalogue (1962-63), the traditional conserva-
tory three-year Certificate Course . This continuation of 
the old Diploma Course, averaged 85 semester hours, of which 
16 were in academic subjects. A three-year Certificate Course 
was also available in the Dance, which eliminated all academic 
subjects . 285 
285Boston Conservatory of Music, Catalogue, 1962-63, 
pp . 19 and 44. The first Diploma was granted in 1870, and 
is on file in the Conservatory. Richard E. Bobbitt, a 
graduate of the institution, succeeded Alphin as Director. 
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The Boston Conservatory of Music, while smaller 
than the New England Conservatory of Music, and with which 
there has been some confusion because of the similarity of 
names and locations, through their parallel histories, 286 
has developed into a twentieth century American college 
which embraces the allied arts of Music, Drama, and Dance. 
As such, it fills a cultural need which has long been felt 
in American society. 
The Development of the New England Conservatory of Music 
Returning to the history of the ~ England Conser-
vatory of Music, part of the astonishing success of the school 
in its early years was due to Tburj6e 1 s and Zerrahn 1 s fame 
as two of the leaders in the famous Peace Jubilees of 1869 
and 1872, which were awesomely mounted in Boston. Their 
connection with the New England Conservatory became known to 
thousands of New Englanders who saw the spectacles, but 
especially to the thousands who participated in the hundreds 
of choruses. In addition to the genuine need for a musical 
institution of this type, the class system or conservatory 
method of teaching was economically far more profitable and 
administratively far more flexible and practical than the 
286 / . Theodore Dubois, Encycloped~e de la Musique et 
Dictionnaire du Conservatoire, II, Tbme ~p. 3467. This 
article confused the two schools consistently. Also cf. 
Lavignac, ~· ~., p. 438. 
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popular tuition by private lessons. 287 
However, unlike the Peabody, Oberlin, and Boston 
/ Conservatories, Tourjee's conservatory allowed provision 
for private instruction. The fee for individual lessons 
was considerably higher than the corresponding total 
received for the class of three students, so that although 
individual tutoring in applied music was available, the 
cost was so high to the student, that, in effect, the class 
288 
system was actually encouraged. The Conservatory also 
Offered a placement service for its students in 1870, the 
year of its first commencement, which saw twelve ladies and 
one gentleman receive the diploma. 289 In this year, the 
institution also became incorporated as a non-profit 
organization under the laws of the Commonwealth. This 
meant that any profits which resulted from the operation 
of the school could only be used for the future operation 
of the school, and not by any individual or group of 
individuals. 
287 Cf. Wager, ~· cit., p. 43. 
288 The New England Conservatory of Music (Catalogue), 
1870, p. 27. Fee example: pianoforte, l!5 in class, per 
term; for any of the five grades; whereas the price ranged 
from $50 to $80 for private instruction in piano, per term. 
The year was divided into four terms of ten weeks duration 
each. 
289For Tourj6e 1 s 1870 Commencement Address, and the 
First Commencement Programme, cf . Alumni Opus, QQ. Qil., pp. 
16-17. Three numbers on the program were accompanied by 
the "Mendelssohn Quintette Club." 
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Early Institutional Affiliations 
In 1872, the New England Conservatory entered into 
its first and most complete academic affiliation with the 
new Boston University, originally a Methodist theological 
school. Its College of Music was organized in 1872 to 
serve competent graduates of music schools who wished to 
earn degrees. The New England Conservatory's fame had been 
steadily growing during its five years in Boston, and 
Tourj6e 1 s acumen for promotion kept its name prominent, for 
it was pronounced "the largest and most successful music 
school in the world. 1129° It was no longer necessary "to 
make the tour of Europe to become an accomplished musician, rr 
the New England Conservatory of Music had advantages which 
could not be obtained abroad. These advantages, free to 
all the conservatory students, which were intended to complete 
"the thorough musical education," were outlined in the 
Catalogue of 1872, as follows: 
Instruction in Singing at Sight, three times each week, 
Lectures on Harmony, weekly, 
General Musical Instruction, weekly, 
Oratorio Rehearsals, weekly, 
Pupils' Recitals, \lveekly, 
Artists' Concerts, three each term, 
Orchestral Concerts, one or more each term, 
Lectures, three each term, 
29°Annual Circular of the New England Conservatory 
of Music and Prospectus of the-uol~ of Music of Boston 
University (Boston: Alfred Mudge, 1 721; p. 3. 
Organ Recitals 1 on the Great Organ in the Music 
Hall1 three each term1 
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Analyses of Piano-forte and Organ Works 1 three each 
term~ 
A circulating music library1 open dailY1 
Use of Mason & Hamlin Cabinet and Pedal Organs 1 
for Organ practice.291 
Both Boston University and the New England Conser-
vatory saw mutual advantages in reciprocity1 but the unique-
ness of the College of Music was that it was in reality the 
graduate division of the New England Conservatory. Tourjee 
was Dean of the College of Music 1 and the musical courses 
and subjects were all conducted in the conservatory building. 
In an arrangement similar to the first two decades of 
Oberlin Conservatory's agreement with the parent institution1 
Oberlin College 1 the Director of the New England Conservatory 
of Music 1 who again was Tburjee 1 assumed all financial 
responsibility for the operation of Boston University's 
College of Music. 292 
The purpose of the affiliation was stated in that 
portion of the catalogue designated as the Boston University 
College of Music Prospectus 1 as follows: 
To supply facilities for a higher and more thorough 
musical education than has been hitherto attainable in 
291Ibid. 1 p. 18. That the cost of the advantages was 
reasonable co-outsiders could not be disputed1 for "Persons 
not connected with the Conservatory are admitted to all its 
free advantages upon the payment of $10 per term." For the 
subsequent history of the famous Great Organ of the Music Hall 1 
cf. Old-Time New England XVIII~ 41 April~ 19281 pp. 183-189. 
292wager, ~· cit.~ p. 46. 
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America, a COLLEGE OF MUSIC, adapted to the wants of 
the graduates of Musical Conservatories and Academies, 
will be opened unde29~he auspices of Boston University, in September, 1872. 
The Bachelor of Music De~ree 
Those who completed the three-year course at the 
Conservatory, which required the major instrument or voice, 
and: 
Piano, Theory, Composition, The Lectures on Aesthetics 
~~~v:~:i~Y~s~~i~m=~~94talian ••• received from the 
If these students already held a Bachelor of Arts 
degree from any college, however, they were eligible for a 
Bachelor of Music degree, upon passing examinations in 
English Composition, History, Literature, A modern language, 
either French, German or Italian, Latin or a second modern 
language, and mathematics. The college year was divided 
into two terms of 20 weeks each, and the tuition fee for 
the full course was $150 per year. 295 
The Conservatory Catalogue of 1877 again showed 
Tourj6ers concept of the college of music when it 
explained: 
293Annual Circular, ~· cit., 1872, p. 23. 
294Ibid. 
-
295 Ibid., pp. 25-27. Also cf. inside cover--"Boston 
University, Cooperating Faculties in Athens and Rome ••• 
College of Music, Music Hall. 11 
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The student of music will surely fail of a complete 
musical education by taking private instruction alone, 
as would the student of scienc~~6without the advantages of the College and University. ~ 
/ Tourjee 1 s concern over removing the old and prevalent idea 
of music's uselessness was also found in his writings, 
where he stressed the scientific side of the art. Discussing 
11 accomplishment, 11 he wrote: 
We commonly attach to the terms accomplishment 
and ornament, the idea of adorning without being 
part.icularly useful or important to that with which 
it is connected. Is music without utility? 
Let Music be regarded as a science also.297 
Although very few students completed the College-Conservatory 
combined course for the Bachelor of Music degree in its 
298 twenty years of existence, it was the type of program 
which Oberlin was to incorporate successfully in the 
twentieth century. The first graduate of the New England 
Conservatory and Boston University College of Music to 
achieve the Bachelor of Music Degree was Charles Henry Morse, 
who received the letters in 1877, and then went on to 
operate a conservatory at Wellesley College for nine years, 
296New England Conservatory of Music (Catalogue), 
1877, p. 6.--- --
297Dr. Eben Tourj~e, "Music Not a Mere Accomplishment, 11 
The Vox Humana, VII, 5, August 1, 1878, p. 1, c. 2. Tourj6e 
naa received an honorary Mus.D. from Wesleyan University in 
1869. 
298cf. Wager, ~· cit., p. 52. But 5 students 
received the degree. 
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before he moved West. In 1885 he founded and directed for 
six years the Northwestern Conservatory of Music at 
Minneapolis, and in 1901, he became the first Professor 
of Music at Dartmouth College. 
In order to provide for academic deficiencies in 
admission requirements, the New England Conservatory carried 
on affiliations with the Chauncey Hall School, a preparatory 
school which was established in 1828, and with La Salle 
Academy. 299 Two new departments were organized in 1877 at 
300 
the Conservatory; Drawing and Painting, in connection 
with the Massachusetts Normal Art School, and The School of 
Elocution and the College of Oratory, headed by Samuel R. 
Kelley, who remained its Principal for twenty-five years. 
Eben Tourj~e 1 s interest in music in the public 
schools stemmed both from his earlier experiences in Rhode 
Island, and from his deep belief that music should be 
available for all to study. 
299"Musical Degrees," The Vox Humana, VI, 5, August 
1877, pp. 2-3. This article, copiea-from The London Times, 
which contained comments from The Vox HumaEa; continued: 
If we are not mistaken-;-the "BOston University" is 
the only college that includes the science of music in 
its curriculum, and makes the study of some other 
science or art in connection with music an indespen-
sable (sic) requisite to even so small a degree as 
Mus. Bac. 
Cf. also ~England Conservatory Catalogue, 1877, 
pp. 21-2, and inside back cover. The Conservatory students 
paid reduced rates at Chauncey Hall. 
300 8 Ibid., pp. 17-1 • 
At the Conservatory, all classifications of students 
were welcome, from the talented specialist to the music-
loving amateur. Of the 1400 pupils who enrolled at the 
New England Conservatory of Music in its first year, 1867-
68, only 13 finished the three-year course and graduated 
in 1870. This handful of musicians would probably have 
very little direct influence on the culture of the masses, 
/ but Tourjee knew that many more hundreds of Conservatory 
students would go into teaching, and further, that many of 
these would be called upon to become classroom music 
teachers in the public schools. 
In 1869, Tourjee called a National Music Congress 
in Boston which was the first organized meeting of music 
teachers, on a national scale. Its stated purpose was 
uniformity in developing music in America. Second and 
Third Annual Meetings were convened in New York, 1870, 
and again in Boston, in 1871. Although the association 
achieved some success in fostering music in public education, 
its more important result was the establishment of the 
MTNA in 1876, at which meeting in Ohio, Tourj~e was elected 
the first President. 301 
/ In 1870, Tourjee addressed the National Teachers 
Association meeting in Cleveland with "A Plea for Vocal 
301Birge, ~· cit., pp. 227-229. 
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302 Music in the Public Schools . " Four years later, the 
New England Conservatory opened its first courses in 
Public School Music. By 1877, there were nine instructors 
in 11Vocal Music in the Public Schools," among whom were: 
Tourj~e himself, Luther \11. Mason, H. E. Holt, and A. Graham 
Be11. 303 The~ England Normal Institute, which started 
in 1874, was a one-month summer course, primarily pedagogical, 
and held at the East Greenwich Academy, Tourjee•s old alma 
mater in Rhode Island. This was sponsored by the New 
England Conservatory, and the Institute's faculty members 
were all Conservatory teachers.3°4 
Luther vfuiting Mason (1828-1896), an early specialist 
in public school music, had taught in Louisville in 1853, 
at Cincinnati in 1856, and from 1864, in Boston. He was 
largely credited with accomplishing the task of completing 
the elementary vocal music program~05 His position on the 
3°2Eben Tourj~e, A Plea for Vocal Music in the Public 
Schools (Boston: Alfred Muage,- I8'71), 22 pp. --
3°3New England Conservatory of Music (Catalogue), 1877, 
p. 11. The scientist Bell also taug'Fit "Tonic Sol-Fa. 11 
304Ibid., p. 22. 
305Birge, QQ. cit., p. 86. Birge maintained that 
L. w. Mason was dis-fan~ related to Lowell Mason. Beginning 
in 1870, L. W. Mason and George Veazie published a widely 
used vocal series, The National r1usic Course. This rote-
before-note graded course was subsequently approved by the 
Leipzig Conservatory, and a German edition was issued 
entitled Die neue Gesangsschule. In the United States, The 
National MUSi~urse contributed to the demise of the use-or 
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staff of the New England Conservatory of Music was signifi-
cant for music education. 
When the Japanese Government founded the Tokyo 
Conservatory of Music, it attempted to adopt some of the 
characteristics of Western music into its own traditional 
system of music. Tourj6e was approached to suggest one 
American who could introduce Western methods to the Japanese 
nation. Luther Mason, recommended, served as governmental 
supervisor in Japan from 1879-1882, before returning again 
to Boston. His system, which became known to the Japanese 
as 11Mason-Song," was adopted in 30,000 schools, and in 
effect, laid the foundation for Western music in Japan.3°6 
During Tourj~e's term as Director, the Alumni 
Association was formed, when nine graduates met in June, 
1876, at his invitation. Although alumni organizations have 
been rare in conservatories outside of the United States, 
they have served as vital segments of the conservatory entity 
in institutions such as the Peabody and the New England 
Conservatories. Following Tourj6e 1 s wish that the graduates 
aid in the "mutual improvement of the pupils, 11 the Alumni 
tune-books in the public schools. Cf. Robert W. John, "19th 
Century Graded Vocal Series," Journal of Research in Music 
Education, II, 2, 1954, pp. 110-lll. L. w. Mason ·was instru-
mental in developing the Public School Music Department of 
the NEA in 1884. 
306suye Shibata, "Japanese Music, 11 The Netune (New 
England Conservatory Student Annual or YearbOOk), l905, 
p. 48. 
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Association of the New England Conservatory of Music has 
secured money through drives, donations, prizes and bequests. 
It has written hundreds of student loans through two main 
organizations: The New England Conservatory Beneficent 
Society, and the Tourj~e Memorial Student ~ Fund. The 
Beneficent Society, founded by a women's committee under 
Helen A. Potter in 1883, was incorporated in 1885, listing 
Julia ~ard Howe, Frances Willard and Mary Livermore as 
officers. By 1892, 65 students had received financial aid 
11 to finish their studies at the Conservatory, 11 and the 
cumulative record to 1950 showed that $95,000 had been 
lent to 550 students. 307 The Tourj~e Memorial Student Aid 
Fund was begun in 1910 with Caleb Brigham as the first 
treasurer. In forty years, it had made loans which totaled 
$10,735 to 261 students.3°8 The Alumni Association has 
kept the graduate family in close contact with the student 
body and Conservatory happenings by its several publications, 
among which The ~ England Conservatorx Review, issued from 
1911 to 1918, and the current Alumni Newsletter, have been 
outstanding. The Alumni's annual Composition Contest, begun 
3°7New England Conservatory Beneficent Societt, 7th 
Annual Re~ort; (Boston: 1892), also cf. Percy Jewet Burrell, 
11 Annals o the Alumni Associat1on, 11 Alumni Opus, op. cit., 
pp. 25-27. - -
3°8aeorge A. Gibson., "Tourjee Memorial Student Aid 
Fund," Alumni Opus,~· cit., p. 54. 
in 1959, has been typical of its continuing encouragement 
of the art of music. In these major ways, the strong 
organized alumni body can serve the American college of music 
beneficially. 
While the New England Conservatory of Music did offer 
a full conservatory training, with its additional "free 
advantages,"Europe was still the cultural leader. Eben 
Tourj6e respected a complete education, and then, as in the 
the twentieth century, a trip to Europe for study was part 
of that education. In 1878, he chartered a steamer, and 
took 350 students on a musical tour of Europe. These excur-
sions were repeated in succeeding years, with faculty members 
of the New England Conservatory lecturing and conducting the 
musical performances throughout the tours . 3°9 Although the 
Ne\'l England Conservatory did not participate in this type of 
undertaking after Tourjee, Oberlin ' s Salzburg Year, and the 
special musical tours of Europe conducted by institutions 
such as Boston University in the twentieth century, were not 
too different in concept than Tburjee's adventurous cruises. 
Purchase of the St . James Hotel 
The final decade of Eben Tburj6e•s directorship saw the 
New England Conservatory in new quarters. Because of the 
309Elizabeth I. Samuel, "An Amazing Career, Life of 
Eben Tourjee, II Alumni oeus, .£2.· ill.· , p. 15. 
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expanding role of the Conservatory and the growing need for 
adequate housing for the female students, who constituted 
three fourths of the enrollment, Tburj6e purchased the St. 
James Hotel in Franklin Square, in 1882. This bold venture, 
costing $275,000 provided the school with enlarged operational 
facilities and dormitory rooms for 550 ladies. 
The building became aptly known as "The Conservatory 
Home, 11 for the Director and his wife310 strove to maintain 
a family atmosphere in the large establishment. The social 
life of the school was well organized, and Tburjee personally 
arranged such activities as boating trips on the Charles, 
chartered trains to Plymouth, and excursions to historic 
Sights. 
The curriculum continued to broaden with the new 
home, and sixteen separate schools were listed in the 1882-
83 catalogue. M. D. Berlitz headed a Language Department of 
seven instructors, and there were 110 teachers and adminis-
trative officers. The faculty was outstanding in many 
departments: William P. Apthorp, piano and harmony; Banjamin 
Cutter, violin; Gustav Dannreuther, violin; Louis C. Elson, 
lectures and voice; and Louis P. Maas, piano, theory, 
310Tburjee•s first wife had died in October of 1867, 
leaving four children. He was married to Sarah Lee in 1871. 
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composition and orchestration. 311 '!here was also a School 
of Fine Arts, and instructors for the saxophone, and the "Art 
of Embroidery.u 
For graduat~on, all regular course students were 
required to study one year in harmony or counterpoint, 
followed by one year in 'lheory of Music. All were "advised 
to take sight-singing, teaching in public schools," and 
organ students had to register for Church Music.312 
In addition to the collegiate affiliations with Boston 
University, the Conservatory offered academic subjects beyond 
the foreign languages and English. The Calendar promised 
courses in: 
••• Arithmetic, Algebra, Geometry, Natural 
Phi~osophy, Physiology, Botony, Geology, Astronomy, 
History, Political Economy, Mental Science, Moral 
Philosophy and Latin--all through three years. Classes 
are organized in each of the above branches whenever a 
sufficieo~3number of students apply for instruction therein.j 
It is doubtful whether many classes in geology, 
astronomy, or third year of college Latin actually materialized, 
311New England Conservator~ of Music, Calendar, 1882-
83, pp. 5-~aas (1852-89) had studied at the Leipzig ConseP-
vatory, and had taught at the Kullak and Leipzig conservatories 
before his career in the New England Conservatory. He conducted 
the Philharmonic Orchestra of Boston for the 1881-82 season. 
Among his compositions is an American Symphony, "On the 
Prairies, 11 ( 1883). 
312Ibid., p. 22. "Vocal Music in the Public Schools,rr 
at $15 per term was limited to four students in each class. 
( p. 26). 
3l3Ibid., p. 30. 
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/ but the concept of a college of music was present in Tburjee•s 
plans. This idea went far beyond the prevailing function of 
a conservatory in Europe because it attempted to unite 
practical and theoretical music into one complete education, 
along with a thorough university background. 
The New England Conservatory introduced new courses 
regularly in keeping with its progressive policy of Tourj~e•s 
ter.m as Director. A Piano Tuning Department was begun in the 
new building, which later included Organ Tuning. The New 
England Conservatory was the first American institution to 
do work "of any consequence for the Tbnic Sol-Fa Method, "3l4 
and the Normal School, whose object was "to study the best 
methods of teaching, Pestalossi (Sic) and Froebel--Peda-
gogics., "315 became the largest department of the Conservatory. 
A museum of musical instruments was begun in the late 
1870's which was expanded to 150 items when the Japanese 
Government donated some native musical instruments in 1881 
to the Conservatory, partly in gratitude for Luther w. Mason's 
work in that nation. This was referred to in the catalogues 
as a "Musical Cabinet. 11 
3l4Harry Benson, n'lhe Tonic Sol-Fa Method, 11 '!he Vox 
Humana, VIII, 6, September 1, 1879, p. 1, c. 1. --- ---
3l5New England Conservatory of Music, Calendar, 1882-Sa, p. 34. In the next year, the Scnool of Physical Culture 
a ded Archery Lessons. 
The Conservatory had 14 organs for use in its 
Franklin Square Building. 
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The seven-storied and domed Conservatory building 
acquired a large concert hall, through the munificence of 
Jacob Sleeper, and plans were made but never fulfilled, to 
house the Great Organ of the Music Hall, \';hich was being 
stored in the rear of the Conservatory building, in Sleeper 
Hall. In 1887, the adjoining Davis Estate was purchased for 
further expansion of the school. 
As the New England Conservatory kept enlarging its 
scope, both educationally and physically, and as Tourj~e 
attempted to maintain a high-ranking faculty, while simul-
taneously keeping tuition fees low, a period of financial 
difficulty began to arise. The original charter had limited 
the corporation to hold property up to a total value of 
$100,000. With the purchase of the new building in 1882, 
the personal estate of the corporation was changed to 
$500,000 . On May 11, 1883, Tourj6e wrote his Declaration 
and Deed £! Trust which transferred in perpetuity, all his 
right, title and interest in the New England Conservatory to 
a board of 50 trustees, 11who are forever to maintain the 
institution as a Christian school of learning." All the 
stock was surrendered, and the corporation was reorganized 
316 11 the same as Harvard and ltlellesley . 11 
3l6Manual of the New England Conservator~, 1886-87, 
(Boston: G~!!rs;-necember, 1886), pp.2-22. 
This booklet also contains extracts from the first four 
Annual Reports of the Director. 
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The Appeal for State Aid 
Administratively, the Conservatory was enjoying a 
small profit each year, above expenses . As a business , it 
was "well run," and such incidental costs as publication of 
The l'lUsical Herald, \'lhich had begun in 1880 with Tourjee as 
editor, or the 4% discount on tuition and room bills which 
were paid a year in advance, did not create the fiscal 
Problem. The root of the money involvement stemmed from the 
original debt of purchasing the building . The Conservatory 
simply could not pay off the interest and portions of the 
principal fast enough to. remain solvent . 
Tourj~e approached the Legislature of the Common-
wealth for an oU; right grant of $300,000, which was the 
original price of the st . James Hotel 1 less the gift of 
$251 000 which the owner tendered to the institution, by 
subtracting that amount from the principal. A series of 
hearings was held at the State House in January and February 
of 1889 . In the first hearing, J oshua D. Ball, in support 
of the bill, listed the various advantages of the New England 
Conservatory of Music. Some of these were: it was non-profit, 
"unsectarian and undenominational~ " its instruction was 
"eminently industrial," 11it has trained 400 men and women 
as Piano and Organ Tuners. 11 
Ex-Governor Claflin and the Honorable Rufus Frost 
spoke in favor at the second hearing on January 30th. 
/ Tourjee was credited with securing the finest faculty 
available: he had hired Faelten, Henschel and Mahr from 
Germany, Rotoli in Italy and Tinney in England. Faelten 
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said that the New England Conservatory offered as complete 
a musical education as could be had at Berlin. 317 The 
enrollment of 2,024 pupils in 1888, of whom 88 were graduated 
in the full course of three to five years, was given as 
being significant of the school's importance. A figure of 
$20,000,000 was offered as the calculated amount of money 
that the Conservatory had brought into the business life 
of the state through its operations over the previous two 
decades. 
At the hearing of February 6th, 1889, Miss Tobey, 
who was the President of the WCTU, saw the New England 
Conservatory as a means of giving employment at a good wage 
to its female graduates--thus enabling them to forego any 
thought of entering into prostitution for its high pay.318 
At a hearing held the following week, several persons 
3l7New En~land Conservatort of Music, Its Ground of 
Appeal ~the Sta e of Massachuset s:ror Aid (~ton: 1889) 
p. 15. 
318 IQ!Q., pp. 25-27. President Tobey backed her 
statements by referring to a study made in New York City 
in 1858. Out of 1698 of these women, three had been school 
teachers, but apparently none had been a music teacher. 
appeared against the aid bill, but would not volunteer 
to speak.319 
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Despite much support for the measure, the Common-
wealth did not grant any aid to the Conservatory, although 
many instances were .brought out in the hearings which 
disclosed that state aid had indeed gone to a dozen of the 
private colleges and preparatory schools in the past history. 
The refusal of his request was difficult for Tourjee 
to comprehend, for he had given his very active life to the 
development of just such a school of music which had not 
been available to him as a youth . From 1889 until his death 
in April, 1891, the Director was in poor health, and not the 
least of his worries was the future of his school. 
Beyond Tourj€e•s work as teacher, conductor and 
Director of "the largest Music-School in the world, 11320 he 
was in charge of the Children's Sunday School in the Methodist 
319Present in opposition were: Fred P. Bacon, who 
had unsuccessfully attempted to start a music school in 
competition with the New England Conservatory; Calixa Lavall6e 
who had applied for a position as teacher at the New England 
Conservatory several times, and had been refused. He was a 
private music teacher in Boston, and he admitted that his 
business and the New England Conservatory competed. Lavall6e 
also had stated, in a newsclipping, that the Conservatory had 
not produced a first class musician in its twenty years; 
William Garrett whose wife was employed as a teacher in the 
New England Conservatory for a time, on trial. She was not 
re-employed. 
320Musical Review, II, 1, New York, April 15, 1880, 
p. 1. The advertisement read: 
125 Hours of Musical Instruction for $15 at the New 
England Conservatory of Music. The largest music school 
in the world. Open all the year. 75 eminent professors, 
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Church in Auburndale for twelve years; he and a few others 
organized The North End Mission; he was President of the 
YMCA, and he was also President of the Boston Missionary 
Society. 321 
Unfortunately., Tourj~e did not see the first large 
322 
endowment of $155,000., announced in 1892, which did much 
to solve the institution's financial problems, without the 
necessity of munici~l or state support. But where Tourjee 
had always considered the Conservatory a large music college, 
the next director thought of the Conservatory with the more 
traditional and European attitude. 
Carl Faelten as Director 
During the final months of Eben Tourj~e's life, he 
was totally incapacitated and unable to leave his special 
suite in the Conservatory building. ~e School was admin-
istered by a Directory Committee with Carl Faelten as 
Chairman~23 Upon the death of the Founder, Faelten was 
over 200,000 students since 1867. Situations secured 
for all its graduates . 
New England Musical ~reau Furnishes and Fills Situationso 
address E. Tourjee., Music Hall, Boston. 
321Boston Evening Transcript., August 14, 1891. 
322New England Conservator~ of Music, Annual Report 
of the Presr<rent and Director, 189 , p. 5 .. 
323Dunham, 2.E.!_ cit., p. 123. 
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elected the new Director by the Board of Trustees 1 and Frank 
w. Hale was appointed General Manager. Rufus Frost was 
subsequently succeeded by Richard Dana as Pr esident of the 
Board of Trustees. 
Carl Faelten (1846-1928) 1 an intimate friend of Raff 1 s 1 
had taught at the Hoch Conservatory at Frankfurt-am-Main 
until 1882. Coming to America 1 he taught for three years 
at the Peabody Conservatory before joining the New England 
Conservatory staff in 1885. During his short term as 
Director1 the Conservatory was oriented more toward the 
specialist music school. The affiliations with Boston Uni-
versity were stopped when that institution closed its School 
of Music. Solfeggio1 which had been introduced in 18901 
completely replaced the English Tbnic Sol-Fa system1 and 
was made compulsory in 1891-921 "following the customs of 
Europe. 11324 The policy in securing faculty members varied 
little from previous practice1 in spite of official state-
ments , 325 and Busoni's name appeared along with those of 
Chadwick1 Whiting1 Elson, and Mahr, in the first catalogue 
under Faelten's rule. 
324New England Conservatory of Music 1 Annual Report 
of the Pres!aent and Director~ 1893, p. s;--
-- -
325Ibid., p. 7. 11 ••• the general policy is to avoid 
• • • in seieeting a few great names as a sort of advertise-
ment, and thus leaving the great bulk of the teaching to be 
done by mere pedagogues ••• 11 
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Under Faelten~ Boston Symphony Orchestra personnel 
began teaching wind instrumental pupils of the New England 
Conservatory~ but Tburj6e's "cheap classes at $2 a term 
for boys on the violin had to be given up ••• along with 
••• Piano Classes at $4 a ter.m."326 In a further tightening 
of costs, The Musical Herald was sold, and~ according to the 
1893 Treasurer's report, the teaching faculty numbered only 
62, although there were 25 officers and 155 other employees.327 
An analysis of the previous conservatory teaching 
background of the faculty of 1892-93 revealed the following: 
Frankfurt 2 
Peabody 1 
Mainz 1 
Dresden 1 
London 2 
Dublin 1 
Stuttgart 1 
Syracuse (NY) 1 
Percy Goetschius was appointed to teach harmony and 
composition in 1892~ and the 16 Schools of the l88o•s were 
pared down to these five departments in Faelten's first year: 
I-Music~ II-Piano and Organ TUning, III-Department of General 
Literature and Languages, TV-Department of Elocution and 
Physical Culture~ and College of Oratory~ V-Department of 
Fine Arts.328 The Regular Course in Oratory comprised two 
326Ibid., pp. 9-11. 
327Ibid.~ pp. 19 and 23. 
328New England Conservatory Prospectus~ 1891-92~ p. 13. 
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years of study, but with an additional Graduate Course of one 
year, the Bachelor ~ Oratory was conferred.329 
In a plan to attract more talented pupils throughout 
the nation, the New England Conservatory of Muse established 
a System ~ Examiners, which was to be similar in operation 
to the British practices. These Certificated Examiners were 
forraer Conservatory graduates, appointed to examine prospec-
tive talented students for enrollment in the Conservatory. 
The pupils would have been admitted without further examination 
at the Conservatory itself, into the grades designated on the 
certificates . Twenty-one examiners' names were listed for 
Piano, Voice, Organ, and Violin, from various locations, 
including Iowa, Texas, North Carolina and 1;/isconsin. 330 
This system, which Stewart had attempted to operate at the 
Peabody in 1942, was similarly abandoned at the New England 
Conservatory shortly after its inception. 
Faelten's administration, while strengthening the 
musical program of the Conservatory, was radically different 
from the positive and grandiose philosophy of Tourj6e 1 s. 
The faculty was gradually developing a mood of discontent 
for his firmer grasp, and the unpleasant situation was 
finally resolved by Faelten himself, whose resignation was 
329 . Ibid., p. 44. 
p. 66. 
33°New England Conservatory Prospectus, 1893-94, 
accepted in 1896.33l Carl Faelten shortly opened the 
Faelten Pianoforte School in Boston with his younger brother 
Reinhold, which eventually became one of the finest schools 
of its type in the twentieth century.332 
The new Director of the New England Conservatory was 
a former student, who was to remain its leader for the next 
34 years. 
George w. Chadwick, The Third Director 
George w. Chadwick (1854-1931) had been a student of 
Dudley Buck and George Whiting at the New England Conservatory 
in 1872. He also studied with W. Eugene Thayer in his private 
organ studio in Boston. After heading the music department 
of Olivet College in Michigan for one year, Chadwick travelled 
331Dunham, ~· cit ., pp. 155-56. Vide Victor Yellin, 
"'!he Life and Operatic 'W'O'rk.:s of George v1hitefield Chadwick, 11 
(Unpublished Ph.D. thesis, Harvard University, 1957), pp. 90-
101 re Faelten•s difficulties and Chadwick's early reign. 
332 ~0 4 Cf. ~Musical World, I, 3, April, 1901, p. 5, adv. 
FAELTEN Pianoforte School 
Carl Faelten, Director, 
Full professional course - sight-playing, Harmony, 
Transposition, Technique, Lectures, Observation Lessons, 
and Private Pianoforte Lessons, $180 per year. 
A complete Musical Education. 
However, v. Birge, ~· cit., p. 199. Faelten's school taught 
class piano from 1913 onward, with a large program. Birge 
wrote that: 
••• the Faelton (sic) Music School in Boston is one of 
the great music schools in this country. They have 
about 800 students. For the past fifteen years they have 
been giving the first three years' instruction in classes 
of twelve. 
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to Leipzig. From 1877 to 1879 he worked with Reinecke and 
Jadassohn at the Conservatory of Leipzig, and then spent 
a brief period of study with Rheinberger at Munich. Upon 
his return to Boston, he was appointed to the faculty of 
the New England Conservatory. Chadwick gained fame as a 
composer, teacher, conductor, and as Director of the Conser-
vatory. 
Under Chadwick, the school continued to raise its 
musical standards to such an extent that it was "probably 
the most severe of any musical school in this country. rr333 
He organized a ~ symphonic orchestra composed mostly of 
students, but calling upon faculty members to fulfill unusual 
orchestrations of twentieth century music. There had been 
an early 11 Amateur Orchestra" under Professor G. F. Suck in 
1869-70, composed of 60 to 70 members. 334 Difficulty was 
experienced in securing proper instrumentation and even 
Tourjee himself, upon issuing a call to start an orchestra 
in the Franklin Square building in 1883, found himself 
confronted with 21 students--2 violins and 19 flutes.335 
. In 1890, an Orchestral Class for ensemble playing, under 
333 Elson, 2£· ~., p. 341. 
334New England Conservatory, 1870 Catalogue, p. 26. 
335Lou1s c. Elson, "Tourj6e, 11 Etude, XXXI, 1, Jan. 
1913, p. 20. 
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Emil Mahr was instituted, free to all Conservatory students.336 
By 1902, the Conservatory Orchestra played for the 
first time at a Commencement, and in t he next three decades, 
it performed three hundred concerts, almost all under 
Chadwick's direction. In the Orchestra's first 40 years, 
that is, from 1902-1942, in 400 programs, all the major 
repertoire works, and many contemporary works were performed, 
including world premieres.337 
As Faelten had established a more stringent program 
/ 
of admissions, in opposition to Tourjee's concept of accepting 
almost everyone, but graduating the few talented stud~ts, 
the enrollment figures dropped during the 1890-1900 decade. 
As President of the Board of Trustees, Richard H. Dana 
reported on Faelten's attitude: 
It has been the policy of the management to dis-
courage the entrance or return of pupils
8
who do not 
show sufficient talent or improvement.33 
At the same time, it was found that 65% of the pupils 
remained for more than one year, while four years was 
considered by Faelten to be an ideal course of study.339 
336New England Conservatory of Music, Annual Report of 
the Preside~and:Director, 1893, p.~. --
337New England Conservator*, 75th Anniversarl Program, 
February 19;-f942, pp. l0-34, whic listed the first perfor-
mance of each work by year-date. 
338New England Conserva~ of Music, Annual ReEort 
of the President and Director,,jp. 11. 
339Ibid., and p. 12. 
364 
Chadwick, in bringing the Conservatory back to its first 
purpose as a music school for specialists, continued Faelten's 
general policies in these directions. In 1900, the School 
of Fine Arts of the New England Conservatory was "combined 
with the Cowles Art Schobl 11 where the students were to attend 
for those related subjects.340 Two years later, a similar 
arrangement was made in dramatics, as "an alliance with 
Emerson College of Oratory. 11341 
This latter move paved the way for the development of 
a sound vocal and opera department. In 1882-83, Lyric Art 
and Opera had been part of the School of Elocution and Dramatic 
Art. 342 In such a position Opera could not keep pace with 
the growing importance of that musical art in the United 
States. In 1902 however, the Department of Voice and School 
2.f O£?era was made a full school under Oreste Bimboni, and a 
supporting faculty of 13. Voice Culture became a full four-
year course for graduation, the only one so outlined in the 
catalogue.343 
When the Boston Opera ComEany was organized in 1908, 
with a structure similar to the Metropolitan in ·New York 
340~ England Conservatory of Music, Prospectus, p. 66. 
341 New England Conservatory Yearbook (Catalogue), p. 53. 
342 New England Conservatory Catalogue, 1882-83, p. 35. 
343New England Conservatory Department of Voice and 
School of Opera, n.d. (c. 1902), p. 15. 
City, the New England Conservatory and its Opera School 
played an important role. Many of the Conservatory trustees, 
including Eben D. Jordan, were trustees and officers in the 
new musical venture. The opera company led an active life 
in its short history, and the New England Conservatory 
produced a manager, conductors, solo artists, orchestral 
players, and chorus singers for the company. The Conservatory 
halls and studios were used for extensive rehearsing even 
after the construction of the Boston Opera House in 1909, and 
the musical library of the Conservatory was freely drawn 
upon for the Sunday Concerts of the Boston Opera Company.344 
These increased facilities which the Conservatory was able 
to offer, came about through the construction of its building 
on Huntington Avenue, situated in an ideal location equi-
distant between Symphony Hall and the Boston Opera House. 
The Conservatory Building on Huntington Avenue 
Through the philanthropy of private individuals, and 
especially of Eben D. Jordan, the New England Conservatory 
of Music was able to dispose of its Franklin Square building, 
and move into a specifically designed conservatory structure, 
done in the style of an Italian city palace. In the fall of 
1902, Chadwick was finally able to separate the living and 
344wallace Goodrich, "The Conservatory and Music in 
Boston, " Alumni Opus, 1951, p. 33. 
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teaching areas of the institution. Three dormitories were 
erected and situated two blocks from the Conservatory itself. 
In the center of the Conservatory, Jordan Hall became one 
of the centers of music in Boston. In 1903, the hall and 
the organ were donated by Eben Jordan, at which ceremony 
Gericke conducted the Boston Symphony Orchestra. 
Under Chadwick, new attention was given to student 
activities. The first sorority chapter had been allowed 
under Faelten when the lpha Chi Omega national sorority 
installed Zeta Chapter in 1895. In 1898, Ossian E. Mills, 
who was Bursar of the school, formed the Sinfonia Club for 
men.345 In 1901, this became the Alpha Chapter of Phi Mu 
Alpha Sinfonia professional Musical Fraternity of America with 
Mills being elected the first Supreme President. In the 
original plans of the new Conservatory building on Huntington 
Avenue and Gainsboro Street, this chapter was given a 
fraternity room, which is still utilized for this purpose by 
the Alpha Chapter. 
In 1903, the Beta Chapter of Mu Phi Epsilon was installed, 
which became the first chapter of that sorority. Kappa 
Gamma Psi Fraternity was founded at the New England Conservatory 
345New England Conservatory Ma~azine, V, 3, March, 
1899, pp. 77=79. The use of a goat mascot in the initiation 
was impressionable. The Constitution and By-Laws of the 
Sinfonia Club were given in this article. 
in 1913, and Sigma Alpha Iota granted a charter to Lambda 
Chapter girls in 1915. 
In 1897-98, a Post-Graduate Diploma was announced for 
applied proficiency, requiring two more additional years of 
study.346 In 1905, because of curriculum changes and the 
four-year vocal course, Junior and Senior Classes were 
formed in place of the Advanced Grade.347 
In The Neume of 1905, which was the first student 
yearbook or annual of the New England Conservatory, the 
faculty biographies were recorded. The heavy emphasis upon 
European conservatory training, typical of Peabody and 
Oberlin, was also evident at the New England Conservatory. 
However, there was less inbreeding than at Oberlin, for of 
the 50 New England Conservatory faculty members who taught 
purely musical subjects or instruments, 15 of these had 
received their first training at the New England, and of 
these 15, 7 had gone on for further study at various 
European musical centers or conservatories. Of interest, 
in comparison with the figures on Peabody and Oberlin, is 
that Berlin appeared only twice, and Paris, not at all. 
p. 49. 
346~ England Conservatory Prospectus, 1897-98, 
347Eleanor Miller, "The History and Development of 
the New England Conservatory," (Unpublished Bach. Mus. 
Thesis, New England Conservatory of Music, May 1933), p. 
200. 
The order of frequency follows: 
Leipzig 
Vienna 
Stuttgart 
Munich 
Berlin 
Dresden 
England 
Florence 
Brussels 
Warsaw 
Weimar 
Peabody (u.s.) 
7 
5 
3 
2 
2 
2 
2 
2 
1 
1 
1 
1 348 
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With European trained teachers in the American 
conservatories, the old question was asked: 11Why should 
we go to Europe when Europe has come to us? 11 349 '!he 
answer was not difficult for many American students who 
took the time to read the faculty lists in the catalogues. 
At the New England Conservatory, a partial roster of 
distinguished teachers who joined the staff from 1890 to 
1910, contained: Carl Baermann, Frederick Converse, Percy 
Goetschius, Wallace Goodrich, Eugene Gruenberg, Carl Stasny, 
Felix Winternitz, Clara Kathleen Rogers (Clara Doria), Josef 
Adamowski, T.imothee Adamowski, Alfred De Voto, Percy Hunt, 
Clement Lenom, Stuart Mason, and Arthur Shepherd. 
In 1902-03, the ter.ms were changed to 20 weeks each, 
and private lessons could be had as easily as class applied 
348The Neume (Boston: 1905), pp. 14-29. 
349claude M. Giradeau, 11 'lbe Conservatory in America, 11 
The New England Conservatory Quarterly1 I, 1, June, 1894, p:-4:-
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lessons . 350 The class lessons were available in the major 
applied instruments until the advent of the Great Depression. 
Reciprocal affiliations were begun with Harvard 
University in 1906, which were to last until the Bachelor 
of Music degree was again offered at the Conservatory in 
1925-26. The affiliation, weighted to the favor of the 
Conservatory, was explained as an: 
• e • agreement between Harvard University and the 
New England Conservatory of Music. 
Properly qualified students of the Conservatory 
are permitted to attend the following courses in 
Harvard College: 
English A. Rhetoric and English Composition 
English 28. History and Development of Eng. Lit. 
German Literature 25 
French 2-C 
Fine Arts 4 
English 18. Public Address 
Physics B. Experimental Physics. 
The Conservatory admits properly qualified students 
of the Harvard University Music Department into the 
Conservatory Orchestra and Chorus; its courses in 
Ensemble, Choir Training and Liturgical Music. 
The University allows its students credits toward 
the ·Degrees of Ba~helor and Master of Arts in the 
Academic Course oj5I 
The necessity for the Conservatory to make academic 
studies available through extramural arrangements, was 
created by the curriculum. In 1914-15, at the New England 
Conservatory, there were two divisions: The Academic 
- .;;.;..;....;;.;..;.;,.;..;.;.;;.;;...;.. 
logue), 
35°New England Conservatory of Music Yearbook (Cata-
1902-03, pp. 57 and 59. --
logue ), 
351New England Conservatorl of Music Yearbook (Cata-
1913-14, p. 63. --
Department, or Full Course which led to the diploma for 
graduation; and the Department of Special Students, who 
constituted the great majority of the total enrollment. 
Three classes of Diplomas were available in the Academic 
Department: A. In piano, Organ, or other instruments 
In Composition 
In Public School Music 
B. As a Teacher, 
Two Years' Normal Course (open in voice 
and piano only. 
c. Concert soloist.352 
Contrary to its name, the "academic" course was 
highly practical, for only English Literature, English 
Diction, and French, German, and Italian were taught in 
the Conservatory.353 
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Student enrollments at the New England Conservatory 
of Music, which were always given as total figures, showed 
/ the early popularity of the school under Tourjee, the re-
trenching under Faelten, and then the full development of the 
highly specialized music school under Chadwick. Statistics 
outlining a ~-year period trace the growth of the school: 
Year 
1883-84 
1888-89 
Total Enrollment 
1,960 
2,024 
352New England Conservatory of Music Yearbook (Cata-
logue), 191~, p 
353New England Conservatory of Music Yearbook (Cata-
logue), 1916=!7, p. 15. 
Year 
1902-03 
1905-06 
1914-15 
1923-24 
Total Enrollment 
1,733 
2,603 
2,693354 
3,596 
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A very small number of these students finished the 
prescribed full courses. In keeping with the findings of 
Peabody and Oberlin, and indeed, continuing the trend of 
the first New England Conservatory crop of 13 graduates in 
1870, a basic conservatory tradition became firmly established 
in American conservatories. While entrance requirements were 
flexible enough to permit hundreds of students annually, the 
formal, finished, musical education of those few really 
talented musicians, was pronounced upon mere dozens of those 
in the total enrollments. 
In the 1904 Commencement, the New England Conservatory 
granted diplomas in the following classifications: 
Piano 26 Voice 7 
Organ 3 Violin 1 
In addition, one certificate was given in Tuning. 355 The 
overall registration of students in 1903-04 was approximately 
2000. Ten years later, the graduates of 1914 specialized in: 
354compiled from the official catalogues and annual 
reports. The New England Conservatory changed the names of 
its annual catalogue as follows: 1867 Announcement; 1868-69 
Annual Catalogue and Circular; 1869-1902, Prospectus; 1902 
into 1930's, Yearbook; 1930's to the present, Catalogue. 
355New England Conservatory of Music Yearbook (Cata-
logue), 190~, p. Io8. --
Piano 
Organ 
Flute 
Piano 
Organ 
59 
1 
1 
Voice 
Violin 
Clarinet 
Post-Graduate Students 
4 
1 
'Cello 3 
Voice 
Violin 
13 
2 
2 
1 
5 356· 
In 1910-11, when most of these students would have begun 
their "academic" course, the total enrollment was 2,777 
pupils. That the Conservatory was adhering to its first 
purpose, was not to be argued, for: 
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It is primarily bhe aim of the New England Conserva-
tory of Music to educate pupils who desire to make a 
serious study of music with a view to a professional 
career in some branch of the art.357 
Class applied lessons were available in the New 
England Conservatory until 1940. Whereas Peabody and Oberlin 
had gradually retired the "conservatory or class system" with 
the advent of the Bachelor of Music degrees in those two 
institutions, the New England retained Tburj~e's system long 
after its own degree program had been initiated. 358 
356New England Conservatory of Music Yearbook (Cata-
logue), 1914-15, pp. 81-2. --
357New England Conservatory of Music Yearbook (Cata-
logue), 1910-!7, p. 14. -
358 4 fl I' • Elson, ~· cit., p. 3 o. Dr. Tourjee was the f~rst 
to establish the class system of musical training upon a 
practical basis in America." Also cf. New En~land Conservatory 
Catalogue 1937-38, p. 96; "In nearly all courses arrangements 
may be made for either class or private lessons. The follow-
ing tuition rates ••• refer to class lessons ••• 11 
Moreover, this applied method was included in its own 
Bachelor of Music degree program.359 
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In 1914-15, String Quartet Classes were under Josef 
Adamowski, and Wind Ensemble Classes were taught by Clement 
Lenom, Conductor of the Boston Pops. In this same year, 
a system of "points," with definite outlines for the three 
or four-year diploma courses appeared. The point system 
amounted to a semester hour calculation, and only two aca-
demic points were required for all majors: English Literature, 
one point, and Lecture in Musical History, one point.360 
The Piano Major was required to accumulate 22 points on his 
instrument, and he had to perform once in the Junior Year, 
and twice in the Senior Year. In addition, his course of 
study listed: 
Solfeggio, Dictation, Harmony, Harmonic Analysis, 
Theory, Pianoforte Sight-Playing, Ensemble Pl~ying, 
Orchestra Instruments, and the Normal Course.jbl 
The course in Public School Music at the Conservatory 
had been developing since the early offering in 1874. In the 
359New England Conservatory Catalogue, 1925-26, p. 58, 
ftnt, "Note-;--4" hours for each semester are credited in major 
subjects in Applied Music, whether class or private lessons 
are taken." 
360New England Conservatory Catalogue, 1914-15, p. 15. 
361Ibid. The Conservatory was still offering a Free 
Series of 30 Lectures on Musical History. 
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next decade, Practice Teaching was supervised by H. E. Holt 
in the Boston Public Schools, and with the leadership of 
Samuel w. Cole, the Public School Music course was strengthened 
to a full three-year program by 1914. 
The New England Conservatory of Music became a 
charter member of the National Association of Schools of 
........ 
Music which was founded in 1924. The purposes of this 
organization were threefold: to foster mutual understanding 
between musical institutions of higher education; to agree 
on some standardization of credits ; and to establish a set 
of minimum degree requirements . The Second Article of the 
Code of Ethics bound all member schools to the various 
standards which would be agreed upon . 362 
The effects of membership in the NASM were quickly 
discernible at the New England Conservatory. The reciprocal 
academic affiliations with Harvard were dropped from the 
Conservatory Catalogue £[ 1924-25, and the Public School Music 
Course of three years approached a degree program, more than 
any other curriculum in the New England Conservatory. Three 
areas divided 94 semester hours of required work as follows: 
362 
Public School Music Course 
Music Subjects 
(such as Harmony~ 
solfeggio, etc.) 
42 SH 
Carl M. Neumeyer, Editor, The NASM, By-Laws and 
Regulations, 1959, pp. 4 and 16. In ~;-c.Kere were 2~ 
member institutions. 
Academic Sub~cts (such as story, 
English Literature) 
375 
16 SH 
Professional Music Subjects 36 SH 
(such as Music Education, 36 
conducting, instrumentation) 94 Sem Hrs. 3 
Degrees at the New England Conservatory of Music 
The New England Conservatory began offering its own 
undergraduate music degrees, without any institutional 
affiliation, in the academic year of 1925-26. The scholastic 
admission to the degree program was the standard secondary 
school 15 units, of which two were allowed in music. The 
catalogue outline for a four-year Bachelor of Music degree 
with applied major was heavily academic in content: 
BACHELOR OF IviDSIC (Applied Major - Semester Hours) 
Freshman Year Junior Year 
-
English 4 Physics 4 
Music French or 
History, I 2 German 4 
Elective 4 European 
10 History 4 
Elective 2 
!4 
363New England Conservatory Catalogue, 1924-2!, pp. 
53 and 59. ~ W. Cole was Supervisor Emeritus, Franc s 
Findlay was Supervisor, which position he held until 1950, 
and Edith Snow was Assistant in School Music. 
376 
Sophomore ~ Senior Year 
Fine Arts 4 English 
Music His- Literature 4 
tory II 4 German, 
Psychology 4 French or 
Elective 2 Italian 4 
!1r Educational 
Psych. 4 
Elective 2 364 I2r 
Of the 120 semester hours for the degree, 52 were possible 
as academic hours , of which 8 were elective . In addition, 
32 hours were credited for four years• work on the applied 
major, and 36 hours remained for other professional music 
courses, including a minor instrument or voic.e . 
The intermediate grade was required on the major 
instrument or in voice , and the completion of two years of 
solfeggio and one year of harmony were musical prerequisites 
to the "collegiate course."365 This was an unusual program 
for an independent music conservatory, for it was stronger 
academically than the Oberlin Bachelor of Music degree, and 
it even approached the Bachelor of Arts degree with music 
major, in many liberal arts colleges . 
The legislature of the Commonwealth had also granted 
the New England Conservatory the right to confer the Bachelor 
of School Music degree in 1925 . Because of the strong 
pp . 53, 
364New E~land Conservatory Catalogue, 1925-26 
54 and 5 • 
365Ibid. , p. 53. 
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Public School Music diploma course which had preceded the 
degree course in School music, the Catalogue offered a 
choice: 
Since, in the first two years, the three-year course 
for the Diploma, and the four-year course for the 
Degree are ioegtical, students may change in the 
second year.3b 
The Bachelor of School Music degree also required a 
minimum of 120 semester hours, but no electives were allowed, 
and only 12 hours were given for applied music. The four-
year program, more in keeping with the NASM recommendations, 
was divided into: 
SH 
Applied 12 
Technical 
Courses 38 
Academic 
Studies 34 
Professional 
Subjects 36 367 120 
The first Bachelor of Music degree was awarded in 1927 to 
Ruth Austin. 
George w. Brown Building 
In the following year, a new Conservatory Annex, the 
George w. Brown Buildin~, which had been constructed on land 
366Ibid., p. 67. 
367Ibid., p. 69. 
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presented to the Conservatory in 1911 by Eben Jordan, was 
opened. ~djoining and connected to the main building, the 
addition provided many modern teaching classrooms and studios, 
an excellent hall, named after the President of the Board of 
Trustees, Geovge Brown,368 and special organ studios. The 
lower floor provided space for a Banquet Hall and a cafeteria. 
The Banquet Hall was later converted into a student commons 
room, and a faculty lounge. In addition to these philan-
thropic receipts, two important bequests of Mrs. Robert 
Dawson Evans, totaling $300,000, should be mentioned. 
Chadwick's Retirement 
On December 4, 1930, George Whitefield Chadwick 
retired after completing 50 years as teacher and Director 
of the New England Conservatory of Music. Through Chadwick's 
term as Director, the school emerged from a "severe 11 
European-type conservatory into a special music institution 
where high professional musical standards were developed 
along with an academic broadening, necessary for a collegiate 
program. 
Through Chadwick's musical compositions, especially 
those in the major forms, the prestige of a successful 
368 Julia Houston Railey, Mater ~rusica, The New England 
Conservatory of Music, 1867-1926 (Boston: 1926r;-~:-!l. 
George W. Brown had spurred the public appeal for ~400,000 to 
construct the new building. Cf. "'lhe Need and the Opportunity," 
supplement, attached and following Mater Musica. 
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career attracted many fine pupils to the Conservatory. Some 
of Chadwick's students had been: Horatio Parker, Frederick 
s. Converse, Arthur Whiting, Henry Hadley, Edward B. Hill, 
Stuart Mason, Arthur Shepherd, Daniel Gregory Mason, Wallace 
Goodrich, Mabel Daniels, Charles Dennee, and Ralph Lyford. 
As conductor, Chadwick had directed the Springfield 
and the Worcester Festivals before organizing the Orchestra 
of the Conservatory, and the Conservatory Chorus. During 
Chadwick's administration, which lasted over a third of a 
century as Director, the Conservatory continued its contri-
butions to civic affairs, which had begun with Tourj(e•s 
and Zerrahn's leadership in the Peace Jubilees of the 
nineteenth century. During 1918, the New England Conserva-
tory conducted Summer ~ Courses for the armed services, 
which trained 10 bandmasters and over 200 army musicians. 
A little-known phase of the Conservatory's history, 
was its part in the prototype of the "G.I. Bill." 'lb.e New 
England Conservatory educated 308 disabled veterans following 
the First World War, beginning ' in 1920. Under the sponsorship 
of the United States Government, . through its Federal Board, 
"the program rescued much talent that would otherwise have 
been wasted; and talent developed becomes a national asset. 11369 
369Dunham, ~· ~., p. 179. 16 of these veterans 
completed the full course and received diplomas. 
118 former students of the Conservatory were service-
men during the First World War. 
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Chadwick's writings had been varied, ranging from 
magazine articles, such as 11 'Ihe Popular Music--Wherein 
Reform is Necessary,"370 written when he was a young profes-
sor at Olivet College, to the well-respected and still-used 
College textbook entitled Har.mony . 371 In his address before 
the MTNA in 1908, he spoke of the differences between 
American and European music students, and he gave his 
opinions of the "ideal music school, " which did not exist 
at that time, but which was developed under his directorship 
at the New England Conservatory of Music.372 
Chadwick and his capable administration brought the 
/ New England Conservatory to the fulfillment of Tourjee 1 s 
Wishes. While many of the Founder's grandiose plans were 
trimmed or eliminated entirely, an independent college of 
music was Jefficiently functioning and producing well-rounded 
musicians, by 1930. 'Ihe next Director, who had been Dean 
since 1906, continued the expansion of the conservatory, 
both practically and academically. 
~7°George vi. Chadwick, "The Popular Music--\merein 
Reform is Necessary, 11 'lhe Vox Humana, VI, 3, June, 1877. This 
paper/was read before the MTNA in 1876, at which meeting 
Tburjee was elected President of the organization. 
37lchadwick's Harmony, published in 1902, was still 
being used as a basic classroom text in American colleges at 
mid-century. Cf . Howard A. Murphy, Teaching Musicianship 
(New York: Coleman-Ross Co . , Inc . , l950), p. 246; which shows 
part of the results of a 1947 survey completed by Frank w. 
Hill of Iowa State. 
372George w. Chadwick, "1he Curri culum of a School of 
Music," MTN.A Proceedings, 3rd Series, 1909 , pp. 65-77. 
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Wallace Goodrich, The Fourth Director 
Wallace Goodrich (1871-1952), had studied with 
Petersilea, Henry Dunham and Chadwick in Boston before his 
European training. From 1894 to 1897 he worked with 
Rheinberger and Abel in Munich, with Widor in Paris, and he 
conducted and coached at the Leipzig Royal Theatre. In 
1897, he began his long career with the New England Conserva-
tory. One of Director Goodrich's first steps to strengthen 
the academic program was the petition to the State Legislature, 
to allow the New England Conservatory the right to confer 
its first graduate degree . 
The Master of Music Degree 
Permission was so granted in 1933, and by March, 
Dean Frederick Converse had published the first brochure 
which described the curriculum of the Master of Music degree. 373 
Curiously, the Master of Music degree at the New England 
Conservatory of Music was not available in applied fields 
for several years. It closely approximated the graduate 
music degree in the university school of music, for the 
major concentrates were allowed "in Musicology (Musical 
Research, Criticism, or Aesthetics), in Composition, or in 
· 373NewMEn~land Conservatory of Music, Course Leading 
to ~ Degree as er of Music, March~O, 1933, 4 pp. 
382 
374 Supervision of School Music. " Beyond a few general 
requirements, such as Composition for all master's candi-
dates, and an acceptable thesis or series of musical 
original compositions, the course was vague, and not 
explained in semester hours. A certain level of ability 
in applied music was apparently understood, for all 
candidates were examined before the Faculty Council in 
applied music . The first Master of Music Degree was con-
ferred upon Walter R. McClure, in 1933. 
The graduate program was clarified somewhat in the 
1937- 38 Catalogue. Two years' time must have elapsed 
between the granting of the Bachelor's and the Master's 
degrees; and one of these years had to be taken in full 
residence at the Conservatory . The word Musicology was 
dropped, but the fields of concentration remained the same, 
and applied music was possible in a diploma course, or in 
the Bachelor of Music program. 
The Master of Music curriculum required four full 
courses, of which two were necessary in theory. A 
conference course and the thesis or compositions completed 
the program. This Master of Music degree was clearly 
tailored to the individual needs of the student. 375 
374 Ibid., p . 3. 
375New England Conservatory of Music, Catalogue, 1937-
38, pp. ~2. 
To follow the course of the graduate program, by 
Quincy Porter's administration, from 1942-46, Applied 
Music became a field of study for the Master of Music 
Degree, alongside Historical Research, Musical Theory, 
Composition and Music Education . 'Ihe graduate applied 
music degree was conceived as an intensive professional 
course for: 
• • • students majoring in applied music, two year~ 6 are almost invariably the minimum requirement ••• j7 
Under the next Director , Harrison Keller, whose 
regime spanned twelve years, from 1946-1958, all five areas 
of study for the Master of Music degree were extended to 
two full years of study. 377 At the same time, an Artist's 
Diploma was made available which required the possession 
of a Bachelor's degree, and which also carried a two-year 
fulfillment . 378 The Artist's Diploma was "offered only to 
students of exceptional ability in Piano, Voice, Violin, 
Violoncello and Flute, who possess the artistic and personal 
qualifications necessary for a successful public career."379 
376New En~land Conservatory of Music, Catalogue, 
1946-47, pp~, 4-55. --
377New England Conservatory of Music, Catalogue, 
1948- 49, p. -o7. --
378Ibid. , p. 62. 
379 Ibid., p. 29. 
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An indication of the changing concept of the 
American conservatory may be noted in its application of 
terms and titles. Harrison Keller was designated as 
President of the New England Conservatory, a College of Music. 
The second president of the New England Conservatory, 
James Aliferis, whose direction lasted from 1958 until 1962, 
extended the Master of Music degree to new areas: Applied 
music Pedagogy, Church Music, Conducting, and Opera were 
added to the earlier concentrations.380 The program also 
specified a minimum of 32 semester hours of credits. The 
two year minimum study had been modified for some courses, 
but with the present catalogue, which has been published 
under the term of the new President, Chester w. Williams, 
Music Education is the sole area in the Master of Music 
degree program which may be completed in less than two 
381 years . 
The Evolution of the Undergraduate Curriculums 
Returning to a study of the undergraduate programs 
and their developments at the New England Conservatory, the 
heavily academic Bachelor of Music degree with Applied 
380The New England Conservator~, A College of Music, 
Catalo~ue, T9Qo~, p. 28. The title' pera' was cfianged to 
"opera 11 Direction in the 1963- 64 catalogue, q. v. p. 37. 
p . 38 . 
381~ England Conservator¥ (Catalogue), 1963-64, 
Major, of 1925-26, was destined to change. The original 
course of study allowed only 32 semester hours in the 
applied major. Under Goodrich, the requirements were 
altered so that 48 hours were possible for a piano major, 
and no electives were listed. The academic subjects were 
trimmed only slightly, in semester hours weighting, being 
allowed a possible total of 46 credits. Therefore, the 
three-section curriculum for a Piano Major in the Collegiate 
Department in 1937, was divided as follows: 
Apelied r~jor Subject (Piano 
Academic Sub~ects (include 8 firs. 
of Music History) 
Musical Technical 
subjects 
48 Sem. Hours 
46 
The Bachelor of School Music degree was replaced by 
the Bachelor of Music degree, with concentration in School 
Music, and 134 hours constituted the four year study, with 
no electives permitted. 
It is interesting to note that the traditional conser-
vatory method of charging different fees for various levels, 
which in effect, meant that applied instruction was based on 
the ability of the student and the instructor, was carried 
through the Conservatory until the 1950's. 
382New England Conservatory of Music, Catalogue, 
1937-38, pp:-76-7. 
In 1925-26, the yearly tuition fees for the four 
year degree program, with Piano major, were: 
lst Year $190 
2nd Year 190 
3rd Year $300 
4th Year 320 
These same fees in 1937-38 were: 
lst Year $235 
2nd Year 310 
3rd Year $365 
4th Year 280 
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In 1948-49, a flat charge of $375 was made for each 
of the four years, for the Piano Major, in the degree 
curriculum. However, there were three different grades of 
piano lessons: Preparatory, Intermediate, and Advanced, 
and each had a different fee per hour lesson. 
In 196e-62, there was a $1,250 tuition charge which 
covered all required class and private instruction.383 
Diploma Courses 
The traditional Conservatory or Diploma Course of 
three years, was long a standard curriculum at the Conserva-
tory. Until the pressure to grant degrees caused conservatories 
to institute collegiate departments, the three-year Diploma 
was the highest attainable official certificate that a 
course of study had been completed. A few schools did 
inaugurate a four-year diploma, and the New England gave 
383New England Conservator~ Catalogue, 1925-26, p. 
89, 1937-38;JP. 99, 1248-49, pp. 8 -1, 1960-62, p. 49. 
a two-year post-graduate course, but the three-year diploma, 
which offered much concentration in music and the applied 
areas, was a popular goal for many music students. 
At the New England Conservatory, the figures for 
the Class of 1948 show that the diploma was awarded to one 
of every four undergraduates: 
Master of Music 
Bachelor of Music 
Artist 1 s Diploma 
Diploma (3 Year) 
ll 
60 
5 
20 
·96384 
These figures also demonstrate the small number of 
graduates at this professional musical institution. While 
the Class of 1948 was not the largest at the New England, 
it was comparatively big, in that it was reflecting the 
matriculation of the returning veterans of World War II.385 
The Three-Year Diploma Course met its demise in the 
late 1950's, and this pattern at Peabody was repeated again 
in 1962. However, under Aliferis, a Four-Year Diploma 
Course was re-established in 1960, for performance majors, 
in order to: 
• • • fulfill the need that the Conservatory had for 
a program of study which would allow the especially-
talented student maximum application to the art of 
384compiled from The Neume, 1948, (Student Annual). 
385 The largest post-war class occurred in 1951 when 
173 were graduated. 
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performance. The Undergraduate Diploma places the 
Conservatory, once again, with its sister institutions 
--The Curtis Institu~e, t~g Juilliard School and 
European Conservator~es.3 
This four-year Diploma Course was attracting some students, 
who wished to specialize in applied music, while not seeking 
a degree. The June 1963 Commencement at the New England 
Conservatory saw the following diplomas and degrees awarded: 
Diploma (four-year) 
Bachelor of Music 
Master of Music 
Artist's Diploma 
Total 
5 
41 
35 
2 
........... 
83387 
Of interest in the above figures is the high pro-
portion of graduate degrees. It is significant that five 
of the Master of Music degrees were conferred upon graduate 
students who had received their undergraduate Bachelor of 
Music degrees from Oberlin Conservatory. It will be recalled 
that under Robertson, the graduate music programs were 
discontinued in order to strengthen the undergraduate 
offerings. 
While a Conservatory, as any institution, is apt 
to be conservative, per se, the New England has been progres-
sive in its offerings. In 1893, Charles Dennee, pianist 
386New England Conservator*, The President's Report, 
1260, p. 7.--rThe Report Is dated prrr-1961). 
3B7The New England Conservatory, 93rd Commencement, 
June 16, 19~ 
and composer, taught a 11Music Copying Course, 11 Louis c. 
Elson, then the musical editor of the Boston Daily Advertiser, 
gave "Musical Journalism" in 1897; 11Hand Culture" was an 
important part of the Normal Course in 1915; and the Pi ano 
and Organ 'lUning Department, for many decades a part of the 
New England Conservatory, graduated fully trained personnel. 
This department, under Oliver Faust, became separated from 
the Conservatory, and operated independently as the Faust 
School of Tuning until the 1940 1 s. A Conservatory Band was 
organized in 1937, with Louis Kloepfel as Conductor; and a 
very important Popular Music Department was started in 1940 
with Ruby Newman as supervisor. This was a unique division 
among staid conservatories, and the Popular Music Department 
served a very real need for the twenty years of i ts existence. 
Another indication of the New England Conservatory's efforts 
to guage its curriculums to the educational and social 
trends of the period was the establishment of programs in 
Music Therapy, in both the graduate and undergraduate divi-
sions, in the 1950's. 
Admittedly, some courses were transitory, and were 
replaced or eliminated. Such a subject was "Tonic Sol~fa, " 
in 1877, which was retired in favor of "Solfeggio " in 1890. 
Other subject areas, however, were reluctantly dropped for 
a lack of facilities, or poor student enrollment. Such was 
the fate of the Music Therapy program in 1961. The President's 
Report dated April,l961, read: 
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Music Therapy has had a difficult time indeed and 
because it has been impossible for a school as small 
as the Conservatory to provide adequate faculty in 
Psychology, Sociology, and Therapy, the Faculty 
Council has voted to discontinue M~~ic Therapy at the 
end of the present academic year.3 
The same pamphlet also announced the discontinuance 
of the undergraduate Popular Music Department, 389 and its 
relegation to the Adult Special Division, itself a growing 
adjunct of the Conservatory. 
A course in Dalcroze Eurhythmics, begun in 1960, 
was placed in the Adult Division of the Special Student 
Department, in 1962-63. These changes have shown that the 
New England Conservatory has been constantly aware of new 
trends and needs both in educational circles, and in the 
community. From the participation in the Peace Jubilees, 
to the Chairmanship of Goodrich on the Mayor's Committee 
on Music, following the First World War; and the hosting of 
the unique Annual Symposiums of six music schools after 
the Second World War, t~e Conservatory has been sensitive 
to demanqs outside of its own walls. 
388 Ibid. , p. 4. This same source gave the registra-
tions in Music Therapy for the three preceding years: 
1959 - 15 students, of 351 full course students 
1960 - 7 students, of 361 full course students 
1961 - 12 students, of 375 full course students. 
The Peabody Conservatory has also abandoned its 
Music Therapy Courses . 
389rt is possible to earn a B. M. in Arran~ing, 
however. Cf . New England Conservatory-Gatalogue,963-64, 
p. 22. " ••• in the field of popular music. 11 
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During the Depression of the 1930-40 decade, the New 
England Conservatory experienced curtailed enrollments and 
it had to postpone plans for expansion. The faculty re-
mained stable however, and George Gibson was appointed t .he 
first Dean of Students in 1938. Through the judicious 
administration of Dr. Wallace Goodrich, the support of the 
Trustees~ and Friends of the Conservatory, and especially 
through the capable offices of Frederick W. Lehmann, the 
Assistant Treasurer~ the Conservatory weathered the 
financial tightening without serious effect. Property was 
even purchased for future buildings~ and a sound financial 
system was established. 
Spaulding Library and Residence Buildings 
In 1960, two new buildings were opened for use on 
Gainsboro Street, directly opposite the main Conservatory. 
One of the buildings, the Conservatory Residence, is an 
eight-floored structure~ which became the main dormitory. 
The older residence halls, which were built in 1902-03 
were sold. The Spaulding Library is connected by a lounge 
to the student dormitory . In addition to its 22~000 books 
and musical scores, the library is provided with eight 
listening rooms, for the collection of 5600 phonograph 
recordings and tape recordings. 
The evolving curriculum~ the expanded physical 
facilities~ and above all, the standard of the faculty have 
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produced a continuous stream of finished musicians to the 
professional world. Among distinguished graduates and 
former students of the New England Conservatory of Music 
are the following: Lillian Norton (Nordica), Louise Homer, 
Theodore Presser, Jesus Maria Sanroma, Paul White, Blair 
McCloskey, Jeska Swartz, Eleanor Steber, Mildred Miller, 
Rosalind Elias, Guy Maier, Lee Pattison, Leo Reisman, 
Irving Pichel, Paul Knowles and Billy Layton. 
~s at Peabody and Oberlin Conservatories, the 
"conservatory or class system" of applied teaching has 
disappeared from practice at the New England Conservatory, 
although the latter institution retained it the longest. 
However, the New England Conservatory maintains a flexible 
policy regarding its teachers, and a few instructors do 
employ the class method . 390 
The Preparatory Program 
Although not as extensive as the large department 
at the Peabody Conservatory, the Special Student Department 
of the New England Conservatory of Music, which contains 
The Preparatorr and Adult Education Divisions, has developed 
into a successful undertaking. 
39°Rosario Mazzeo, creator of the Mazzeo Clarinet 
System, and member of the Boston Symphony Orchestra, teaches 
his students at the New England Conservatory in the class 
method. 
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Three branches are maintained, north, west, and 
south of Boston . The curriculum lists all applied areas, 
classes in musicianship, and many ensemble groups. In 
the Preparatory Department, advanced ensembles are tuition-
free to students enrolled in another subject or applied 
instrument . The Branches award certificates, the Senior 
Certificate being awarded to the highest students in the 
junior and senior years of secondary school, who study 
applied music at the Conservatory Preparatory Department. 
In 1960, a Ballet School was begun, and the following year 
saw a School of Modern Dance . Here again, the Peabody and 
New England were coursing in parallel fashion. Under Aliferis, 
there was a demonstrative growth of the Preparatory 
Department, and its function as a preparation for entrance 
to the Conservatory itself was not overlooked, for: 
It follows, therefore, that the Preparatory 
Department could become the important feeder 
system for Conservatory College students.391 
A Recent cademic Affiliation 
In the second semester of 1963, the New England 
Conservatory entered into a new phase of academic association 
when a few students from Simmons College began music courses 
at the Conservatory. This was a mutual "inter-institutional 
391New England Conservatory, The President•s Report, 
1960 (April~61J, p. 3. 
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agreement,"392 which allowed students from each college 
to enroll in certain courses, upon the approval of both 
deans. This program not only offers a certain amount of 
individual scheduling, to the immediate benefit of the 
student, but it benefits the Conservatory also, in that 
music students may follow their own intellectual interests 
into academic areas where the Conservatory has not been 
physically capable of fulfilling. It will be remembered 
that courses once offered within the Conservatory, such 
as Sociology, and Physics, have not been available in 
present years, intramurally. 
Equally, the new affiliation benefits the liberal 
arts institution, whose students may wish advanced musical 
courses which the college simply cannot offer to non-music 
major students. / Thus, in some ways, Tburjee's vision of 
a college-university of music has been achieved. 
Performing Organizations and Musical Activities 
The Symphony Orchestra of the Conservatory has been 
continuously active since its permanent organization under 
Chadwick, early in the century. Goodrich took the orchestra 
on tour to several New England states between 1937 and 1941, 
392Personal Interview with Dean David Hicks , on May 
May 29, 1963. Also cf. New England Conservatory Catalo~ue, 
1963-64, p. 51. 
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and the Conservatory Orchestra made its first national radio 
broadcast in 1931. Many local broadcasts were made in the 
next 30 years, and with the fidelity of FM broadcasting 
techniques, delayed tape broadcasts were enjoyed by 
countless numbers of listeners. Immeasurable fame was 
gained by the New England Conservatory when its Orchestra 
was invited to play at the convention of the MENC in 
Washington, D. c. in 1961. 
The Conservatory Chorus, also first organized 
effectively by Chadwick, has been outstanding as an under-
graduate performing group. Conductors have been Chadwick, 
Goddrich, Porter, Findlay, and deVaron. Under Lorna deVaron, 
the Chorus has maintained a vigorous schedule; regular 
concerts in the school, concerts with the Boston Symphony 
Orchestra, of which there has been at least one each year, 
and commercial recordings with the Boston Symphony Orchestra. 
A special and smaller Tburing Chorus has brought the image 
of a first-rate conservatory to many audiences. 
The Opera Department has been recognized as an 
invaluable and integral part of the Conservatory since 
Bimboni. The school's open participation in the old Boston 
Opera Company, and its support in the later Boston Opera 
Association and the National Opera Association, stimulated 
many fine operatic performances from 1910 through 1942. 
Among notable complete performances of the Conservatory 
Opera Department may be mentioned: Pergolesi's La Serva 
Padrona, and Puccini's Suer Angelica, both conducted by 
Wallace Goodrich, and Montever di ' s L'Orfeo, a complete 
performance in concert form, conducted by Quincy Porter. 
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In 1942, Boris Goldovsky was named Supervisor of 
the Conservatory Opera School, and many works were then 
given in English, in concert ver sion, and in special opera 
workshops . Sarah Caldwell became assistant to Goldovsky, 
after Ernest Possony, and student productions of Strauss' 
Ariadne auf Naxos , and Monteverdi's Poppea in 1950, 
balanced by a presentation of Carlisle Floyd's Susannah 
in 1959, exemplified the continuance of a strong Opera 
School and Opera Theater at the New England Conservatory. 
The New England Conservatory has been an active member 
of the Lowell Institute Cooperative Broadcasting Council 
since the beginning of Educational Television in the Boston 
metropolis . Faculty and student recitals have been presented 
each month, and full programs of the large performing organi-
zations have been heard on various FM broadcasting networks, 
both in live and in delayed renditions. 
/ While "Tourjee invented the idea of a college of music 
within a university,"393 this concept was only possible during 
the twenty-year span of time when the collegiate department 
Of the New England Conservatory was actually the graduate 
School of Music of Boston University . In this case, each 
393wager and McGrath, ~· cit., p. 197. 
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school was independent, even fiscally, and all music subjects 
were taken at the Conservatory. In effect, this early 
American Bachelor of Music degree was a graduate degree in 
concept, quite different than the undergraduate Bachelor of 
Arts. 
Since the nineteenth century, the New England Conser-
vatory has become a College of Music, granting its own 
degrees, and recognizing that its first objective is the 
development of musical talent. This purpose has been 
perspicuously enunciated by President Chester Williams, 
when he emphasized his belief that: 
• • • the function of the New England Conservatory is 
to produce good performers and good teachers. • • • 
This stress upon applied music is what the Conservatory 
is best equipped to do. • • • We should not engage in 
teaching musicology. Harvard can and will always make 
a better job of it . But few university music departments 
are as ~941 able to concentrate upon applied music, as 
are we. 
Summary of the New England Conservatory 
Fashioned upon earlier trials in Rhode Island and 
~ Southeastern Massachusetts, Eben TOurjee opened the New 
England Conservatory of Music in the post-Civil War cultural 
394cyrus Durgin, uconservatory Head Wants to Stress 
Applied Music," The Boston Sunday Globe, September 16, 1962, 
Section A, p. 38:--The new England Conservatory considered 
initiating a program of study for the Doctor of Musical Arts 
degree in 1960, but as of 1963, the Master of Music is the 
highest degree offered at the New England Conservatory. The 
President's Report, 1960, p. 7. 
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center of Boston, in 1867. Based upon his investigations 
of European conservatory systems and methodology, Tourj6e 
developed a music school which retained some of the basic 
conservatory traditions, such as the class system of 
teaching applied music, but which simultaneously incorporated 
unique features, in a specializing music school, such as 
degrees in music. 
The New England Conservatory of Music has remained 
an independent-type conservatory since its founding, although 
it has affiliated with other institutions for academic pur-
poses. The first, and most inclusive agreement was a 
twenty-year reciprocal association with Boston University. 
From 1872, this new University officially considered the New 
England Conservatory as its graduate school of music, and 
granted a few Bachelor of Music degrees. During this same 
period, there was an arrangement with Chauncey Hall and 
LaSalle, on academic preparatory subjects. 
A second twenty-year era of institutional reciprocity 
was enjoyed with Harvard University, beginning in 1906. 
Credits and courses from the two schools were exchanged, 
when mutually advantageous, to specified students of both 
institutions. 
In a recent direction, a new period of course-acceptance 
was inaugurated with Simmons College in 1963, which is similar 
to the earlier Harvard arrangement. 
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The FOunder, Eben ~urj6e, employed 4 well~rained 
faculty, which had a predominant European bac round. 
Through his tireless promotional efforts, and 
With the two great Peace JUbilees of 1869 and 1772,~ n Boston, 
--the New England Conservatory of Music became a huger enter-
prise which numbered students in the thousands, and which 
required a faculty of one hundred teachers. 
After incorporating the school as a non-profit educa-
tional institution, and surrendering his personal stock shares 
to the school, Tburj6e purchased the St. James Hotel in 1882. 
This provided a home for the Conservatory, and for 500 of 
its female students . An unsuccessful request for outright 
State aid, made in 1889, drew attention to the financial 
condition of the school . Following Tourj6e 1 s death in 1891, 
Carl Faelten became Director, and he began trimming many of 
the 11extra advantages" which Tourj~e had believed should have 
been included in a complete musical education. The affiliations 
with Boston University ceased in 1892, and despite a large 
gift of money, the school veered more towards the European-
styled Conservatory. 
When Faelten left the Conservatory to establish his 
own famous Faelten Pianoforte School in Boston, the well-known 
American composer, George w. Chadwick, became the new Director 
of the New England Conservatory. During his long regime, 
Chadwick gradually converted the school, with Wallace Good-
rich's assistance as Dean, into an American conservatory which 
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conferred degrees in music. With a new conservatory building 
in 1902, Chadwick expanded the applied divisions of the 
conservatory body. An Opera School, which became closely 
associated with professional opera in the Boston area, and 
the growth of the Conservatory student performing organiza-
tions to professional levels and standards, helped establish 
the New England Conservatory as an outstanding school of 
music in the United State~ 
Goodrich continued the work begun by Chadwick, and 
introduced graduate degrees in several areas of study in 1933. 
The academic department of the Conservatory was strengthened 
to a full school, and new subjects such as Psychology, and 
Bibliography andResearch were taught intramurally. 
The Second World War saw the New England Conservatory 
repeating its civic support in many ways as it had done in 
World War I; and the increased enrollments after the Peace 
of 1945, brought further demands upon the school and its 
curriculum. Sensitive to the Zeitgeist, the Conservatory 
inaugurated new courses, new schools, and new approaches in 
traditional studies, when necessary . From 1940 until 1960, 
the Popular Music Department became nationally well-known 
through its staff, and because of its unique place in the 
fabric of a conservatory. 
A charter member of the NASM, the Conservatory has 
supported the organization's policies through its 40 years, 
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and has supplied important men for the presidency and the 
committees on curriculum. The wish to provide concentration 
in new areas of education in music, has seen the New England 
Conservatory in a program of Music Therapy. The fact of its 
continuing growth as an American College of Music, with a 
President as its head, carried its investigation into degrees 
at the doctoral level. 
The New England Conservatory as an institution of 
preparing ~ and developing musical talent for the highest 
positions in the professional world, has an impressive 
record to present. In opera, concert, symphony orchestras, 
and in teaching at all levels, New England Conservatory 
graduates have been employed throughout the musical world. 
As it Jnears its centennial, the New England Conserva-
tory remains an example of the independent music conservatory, 
where music, its literature and performance, is the all 
important life-blood of its existence. That the school has 
been able to perform its national function of nurturing 
talent, without any subsidized aid from the state or federal 
governments thus far, has attested to the realization by 
Americans, that music, as a national treasure, can retain 
this characteristic, only when completely free. 
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Comparative Summary 
In comparing the three large conservatories which 
were historically presented in this chapter, some patterns 
are quickly discernible . The three schools, Peabody, Oberlin 
and the New England CoQservatories of Music were all founded 
within a three-year period, following the Civil War. Of 
these three, two have remained independent institutions, 
and the third, Oberlin, became an integral part of a College, 
unofficially, from its opening . While Oberlin Conservatory 
grew out of the needs of an established rural college, the 
other two music conservatories were founded in large and 
settled metropolitan areas . The Peabody Conservatory was 
designed as one division of a cultural institute, which had 
been instigated largely upon the philanthropies of one man, 
George Peabody. From its beginning, the New England Conser-
vatory existed as an independent institution, which had 
resulted from the experiences of operating earlier smaller 
music schools by its founder, Eben Tourj~e. 
All three schools were originally modelled after 
European conservatories, especially of the German types. 
The continental practices of utilizing the conservatory method 
of applied teaching were continued in the three schools for 
a varying number of years . The New England was the last to 
abandon this system, although traces of it are still found 
in the Peabody and New England Conservatories, and the 
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master-teacher plans, although not identical with the graded 
categories of the class or conservatory method, do stem from 
the same European philosophy of applied methodology. 
Although the New England Conservatory of Music 
prepared the students in the musical areas, who eventually 
received their Bachelor of Music degrees from Boston Univer-
sity in the nineteenth century, the Oberlin Conservatory was 
the first music conservatory to grant the Bachelor of Music. 
It was not until the mid-1920's that both the New England 
and the Peabody began offering degree curriculums. This 
coincided with the formation of the National Association 
Of Schools of Music in 1924, of which all three schools are 
members, the New England Conservatory, being a charter member. 
Graduate degrees followed in all three institutions, 
but it is significant that while the Peabody has inaugurated 
a doctoral program, and while a similar offering has been 
considered by the Faculty Council of the New England Conser-
vatory, the Oberlin Conservatory has dropped all of its 
graduate degrees in music, and has concentrated its full 
resources towards its undergraduate program. 
While European study is not as essential today in 
the field of music as it had been in the period prior to the 
First World War, Oberlin has operated a required year abroad 
for all its students in their Junior years, since 1958. At 
all three schools, the applied programs are strong, but the 
academic broadening has been emphasized at Oberlin, partly 
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because of its basic position as one of the three constituent 
schools of the College, and partly because of the combination 
degree studies, which are available to all the students on 
the campus. The two independent schools of music, Peabody 
and the New England, have affiliated with other institutions 
of higher education in their respective locales, for the 
purposes of academic reciprocity. It is significant that 
this practice has continually expanded at the Peabody, and 
that the New England has begun a new period of institutional-
affiliation after a lapse of 38 years, in which the latter 
conservatory conducted its own academic department. 
A rich musical atmosphere has been maintained at all 
three schools, and a widening participation in educational 
Television and FM broadcasting has brought the performing 
organizations of the conservatories to vast audiences. 
Two of the conservatories, those in Baltimore and 
Boston maintain large and growing Preparatory departments, 
each with branches, which are conveniently located in the 
better suburban areas. The function of discovering talent, 
and nurturing it to its highest potential, given ideal 
conditions, is thus being actively pursued in these centers. 
The Alumni associations in all three conservatories 
are active in supporting, organizations, however the Oberlin 
alumnists are members of the larger college alumni associa-
tion, and therefore function from a different vantage point 
than do the graduates in the other two music schools. 
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Because of their situations in large cities, Peabody 
and the New England Conservatories have been closely related 
with civic musical affairs throughout their histories. 
The various professional musical organizations in Baltimore 
and Boston have enjoyed continuous and active cooperation 
from the two conservatories, and it is common to find many 
of the first chair-men as instructors at the Peabody and 
at the New England. The Oberlin campus has heard many 
concerts by visiting symphony orchestras, and especially 
by the Cleveland and Cincinnati orchestras. 
During a century of educating specialists in music, 
as performers and teachers, the three conservatories have 
_brought forth a steady flow of trained talent into the 
musical life. As these three music schools have prognessively 
grown from vocational institutions of the Continental type, 
into degree-granting American colleges of music, the 
graduates have entered the profession with a more liberal 
background than was possible for most students to secure in 
the United States, of one hundred years ago. 
Due to the twentieth century inclination towards 
uniformity, the effects of standardization and accreditation 
are recognizable in the following chart. For immediate 
comparisons, the Bachelor of Music degree with Piano major 
was taken, as it has been the most frequently awarded degree 
in the applied fields at these three conservatories. It 
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is also the first course of study outlined in the catalogues 
of all three schools . Again, it should be remembered that 
all three conservatories, as members of the NASM, have 
pledged themselves to grant degrees which are based on 
certain minimal requirements . 
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COMPARATIVE PROGRAM ANALYSIS 
Four ~ Bachelor of Music Degree, with Piano ~Major 
(from the 1963-64 Catalogues) 
Total Hours 
Applied 
Academic 
Subjects 
Electives 
Music 
'Iheoretica1 
Subjects 
Required 
Chorus 
Piano 
PEABODY 
128 
36 
4 
40 
8 
Repertoire 2 
Ensemble 2 
OBERLIN 
124- 136 
40 
40 
22 to 34a 
22 
a The electives at 
Salzburg in the 
Junior Year are: 
European History 
German 
Fine Arts 
These three 
subjects total 
12 Semester Hrs. 
Comparative costs per year: 
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CHAPTER VIII 
OTHER AMERICAN CONSERVATORIES FOUNDED IN 
THE NINETEENTH CENTURY 
This chapter will present the histories of two 
American conservatories in the same city, which were both 
founded in the nineteenth century. These two schools 
continued developing as separate American colleges of music, 
until their merger in 1955. Seven years later, this move 
was followed by a second unification with the oldest 
municipal university in the nation. 
The chapter will also cover brief references to 
other conservatories which became established in the United 
States during the last quarter of the nineteenth century. 
The chronological method will be again employed in 
treating the Cincinnati Conservatory of Music, founded in 
1867, and the Cincinnati College of Music, begun in 1878. 
Music in Cincinnati 
Cincinnati, the "Queen City, " called Losantiville 
before the nineteenth century, was incorporated in 1819, 
as a cityo Before the Civil War, it had become the largest 
city west of New York and Philadelphia, and north of New 
1 Orleans. With a greater population than either St. Louis 
1cincinnati's 
1840 
1850 
1860 
population growth: 
46,338 
115,438 
161,044 
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or Chicago, and with an ideal geographical river location 
on the Ohio, and the Mason-Dixon Line, it attracted 
thousands of settlers from the denser populated seaboard 
cities, and from European immigration. As a trading and 
manufacturing center, Cincinnati grew prosperous, and 
sought cultural advantages for its citizens . 2 
In 1834, Lowell Mason's brother Timothy B. Mason 
became the first professor of the newly formed Eclectic 
Academy of Music in Cincinnati . This private school, which 
anticipated the famous Boston Academy of Music's success, 
had for its objectivesj the promotion of music education,3 
4 
and the improvement of church music. Timothy Mason's 
singing- school experiences were carried beyond the Academy 
to the organiz'ation of voluntary music classes in the public 
schools of the city. He edited the Ohio Sacred Harp in 
1834, which originally appeared in shaped notes, and he 
compiled the Eclectic Harmony in 1836, published in Boston. 
Timothy Mason, who was Professor of Music in Cincinnati 
2By 1830 there were four piano factories in 
Cincinnati, and the first organ had been built in 1810. 
3charles L. Gary, rr A History of Music Education in the 
Cincinnati Public School, 11 Journal of Research in Music Edu-
cation, II, I, Spring, 1954, p. 11.-- --
4L1oyd Frederick Sunderman, "The Era of Beginnings 
in American Music Education (1830-1840), " Journal of 
Research in Music Education, IV, 1, 1956, p. 34. 
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5 College, served on a committee in 1837, which submitted 
a report urging the introduction of music into the Cincinnati 
Public Schools, which had opened in 1830 . 
This report, read to the annual meeting of the 
Western Literary Institute and College of Professional 
Teachers, added weight to the growing public attitude that 
6 
music should become a school subject . At a convention of 
teachers in Carthage, Ohio, in 1835, a resolution was passed 
for the inclusion of Vocal Ivlusic as a branch of the common 
education . 7 A similar resolut ion resulted from a Convention 
of the Friends of Common Schools in Marietta, Ohio, in 1836 . 
Another faculty member of the Eclectic Academy of 
Music, William F. Colburn, became one of the early special 
music teachers in Cincinnati ' s public schools in 1843, and 
the follow1ng year saw music become a regular branch of 
8 instruction . Music in the public schools progressed 
steadily under Charles Aikens ' leadership from 1848 to 
1879 . Music ' s introduction into the primary schools of 
5Ibid., p. 36 . In the Western ~of December 17, 
1800, thereappeared an announcement of---a3inging-School rrto 
be organized . 11 
6calvin E. Stowe of Lane Seminary read a "Report on 
the Course of Instruction in the Common Schools of Prussia 
and Wirtemberg" to the 1838 convention of the \'lestern 
Literary Institute and College of Professional Teachers . 
7sunderman, ~· cit. , p. 35 . 
8 Gary, ~· ~., p. 12 . 
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Cincinnati occurred in 1853~ and from 1856 until 1864~ 
Luther w. Mason proved himself a highly successful teacher 
of the very young children. 
Musical Organizations 
Cincinnati's musical culture kept pace with its 
population growth~ in the formation of many new musical 
organizations. The secular St . Cecilia or Appollonian 
Society was first formed in 1816 . Father J. Martin Henni 
founded the first religious American Caecilian Society at 
the Holy Trinity Church in Cincinnati~ on St. Caecilia's 
Day in 1838 . 9 An Episcopal Singing Society was active in 
1819 . Joseph Tosso organized a Musical Fund Society 
Orchestra in 1829~ which performed on and off until about 
1840. In concert life~ Cincinnati was centrally located 
for touring musical artists and groups. In 1848~ the 
Steier.marker Band enthralled Cincinnati with its rendition 
-
of '''lhe Railroad Gallop ~ 11 and the Germania Orchestra assisted 
the Cincinnati Amateur Musical Association in its 1853 
. 10 
choral productions . 
9Erwin Esser Menners~ Twentf Centuries of Catholic 
Church Music (Milwaukee: Bruce Pub! shing Co.~ ~49), p. 
171. The earlier societies in Charleston~ Newport and New 
York City were basically secular. The first Catholic school 
had opened in Cincinnati in 1821. 
1°Ritter~ 2£• ~·~ pp . 407-409. 
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In 1845, an important choral SHengerfest was 
initiated in Wdrzburg, Bavaria, which became the model for 
11 
many American vocal festivals in the Mid-West. The two 
large centers of German settlement west of the coastal 
cities were Milwaukee and Cincinnati. Many male choral 
clubs (MHnnerch8r) were formed in the various predominantly 
German sections of the communities around Cincinnati. 
In June of 1849, the first large sHengerfest was 
held in Cincinnati, composed of scores of German-singing 
societies, including groups from Louisville, Kentucky, and 
Madison, Indiana. 12 Cincinnati even had a little Ger.many 
section known as "Over the Rhine," and the Ger.man language 
was required to be taught in the public elementary schools 
of the city from 1840 to 1918. 13 
F. L. Ritter organized a secular Cecilia Society in 
1856, of 80 voices, which performed cantatas and operatic 
choruses during its five years of activity. 14 The young 
llFrank R. Ellis, "Music in Cincinnati, " MTNA 
Proceedings for 1913, Series 8, p. 11. ----
12John Lewis, "An Historical Study of the Origin and 
Development of the Cincinnati conservatory of Music," (Un-
published Ed.D. Dissertation, The University of Cincinnati, 
1943, p. 57) Lewis lists two SHengerfests at Cincinnati, 
in 1848 and 1849. The next one was held at Louisville in 1850. 
13Ibid., p. 30. Lewis also reported a larger percen-
tage of German teachers in the public schools of Cincinnati 
than in any other American city. 
14cf. Ritter, ~cit., pp. 410-12. 
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conductor also organized a (Philharmonic) Cecilia Society 
Orchestra, which at first performed as support for the 
Cecilia Society choral group, but which soon gave its own 
orchestral concert series. These resident Cincinnati 
private musical organizations presented ambitious programs 
of Mozart, Haydn, Beethoven, Gluck, Weber, Mendelssohn, 
Schumann, Spontini, and Wagner. 15 
Several other early amateur musical organizations 
were: an Orchestra composed of students of the Eclectic 
Academy of Music, which had been formed by Victor Williams 
in 1840, who had recently arrived from Stockholm and had 
been appointed 11 Instrumental Professor." In 1844, Timothy 
B. Mason had founded a Handel ~ Haydn Society in 
Cincinnati. 
The musical interest generated by all of these groups 
developed into a large gathering under Der Amerikanische 
SHengerbund which held an important meeting in Cincinnati 
in 1870. A large hall was built to accommodate the 2000 
singers and the audience, which was used for exhibitions 
afterwards. vfuen Theodore Thomas' (1835-1905) Orchestra 
played in Cincinnati in 1872, plans were made to hold a 
huge national musical festival. Invitations to participate 
were accepted by 36 choral societies, comprising 1,250 singers. 
15Ibid. 
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The huge week-long festival was successfully conducted by 
Thomas in Exhibition Hall in May of 1873. Immediate arrange-
ments were made for future May Festivals~ to be held bi-
ennially in Cincinnati. A permanent building was erected 
through monetary gifts of Reuben R. Springer in 1878~ and 
the May Festivals became a musical tradition in Cincinnati. 
Music in Private Schools 
While the Eclectic Academy of Music had been the 
first music school in Ohio to receive a charter from the 
State Legislature, music had been taught in many of the 
private institutions~ some even before 1834. 
The first music academy in Cincinnati was opened in 
1815 by James Hoffman at Mrs . Hopkins', where all branches 
of music were taught . Hoffman guaranteed to teach 13 tunes 
on 19 instruments in 18 weeks, or no fee was charged. 16 
Mrs . Lee's Female Academy included music in the curriculum 
in 1815, as did Mrs. Matthews ' School for young ladies in 
1820, and Mrs . Grace's Female Academy in 1822. 
After the beginning of the Eclectic Academy of Music, 
which was the most important music school in Cincinnati 
until the coming of the conservatories~ music was offered 
16 Lewis, QQ. cit., p. 42. Also cf. Mary Leighton, 
"Cincinnati{" MusiCal USA (New York: Allen, Towne and Heath, 
Inc., 1949J, p. 120. 
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in The Cincinnati Wesleyan Female College from its founding 
in 1845. Herron's Seminary~ and the Mount Auburn Young 
Ladies' Institute~ both in Cincinnati~ were typical of the 
many female institutions~ opened before the Civil War 
throughout the nation, that offered instruction in music, 
which meant applied music. 17 The Glendale Female College 
/ in Cincinnati had a Department of Music under Caroline Rive, 
a pianist who had also studied voice under Garcia. Mrs. 
Rive, who had come to Cincinnati from New Orleans in 1854, 
taught piano to the young Clara Baur, and later was to 
teach voice in Clara Baur's Conservatory. 
As in the other urban sections of the expanding 
nation, the growing musical activities of Cincinnati were 
becoming more and more in need of a special school where 
music would be the main subject area. Such a school was 
begun in the same year as the New England Conservatory of 
Music, when Clara Baur opened her one room studio as ~ 
18 Clara Baur's Conservatory of Music, in December, 1867. 
17cf. Catalogue of the Columbia Female Academt, for 
the year ending July 4th, 1853, (Columbia, Missouri,853), 
p. 3. Of a faculty of five, one, Mrs. Margaret Phillips, was 
teacher of music. Music "was an optionary~ " for p. 9 read, 
"Latin, Greek, French, and the various branches of an orna- , 
mental education, such as Music, Drawing, etc. " P. 13, 
mentioned vocal and instrumental music under the Preparatory 
Department. This school, chartered in 1837, became the 
Baptist College in 1856, and later, Stephens College, a Junior 
College for Women, in 1870. 
18cincinnati Daily Gazette, 79, 140, Wednesday, 
December 11, 1867. 
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Clara Baur - The Founder 
Clara Baur (1835- 1912) , born in Germany, had 
studied piano in Stuttgart. She came to Cincinnati as a 
fourteen-year-old to become housekeeper for her two older 
brothers, Theodore and Emil. During a period of eighteen 
years before she opened her conservatory, she studied piano 
with Caroline Rive, and then taught piano while keeping 
house . · She often employed the class method of scheduling 
three pupils together in one hour's time, by which each 
received a lesson of approximately twenty minutes, while 
the other two observed. 19 In 1866, her students are 
known to have given a recital in Cincinnati, and in the 
following year, she returned to Stuttgart to study briefly 
at the Conservatory, but more to investigate the methods 
used . In Paris she became familiar with vocal teaching 
procedures, for her intent was to establish a European-
type conservatory back in Ohio . 20 
The Cincinnati Conservatory of Music 
Returning home in December of 1867, Clara Baur 
rented one room in Clara Nourse's School for Young Ladies, 
Colonel 
advised 
l9Lewis, ~· cit., p. 71 . 
20 Ibid., p. 121 . Also cf . Leighton , ~· cit., p. 124; 
James H. Mapleson, the English impressario;lhad 
Clara Baur to locate her conservatory in New York City. 
417 
and opened a music school in conJunction with the fashion-
able academy, which was originally known as Miss Clara 
Baur's Conservatory of Music. Henry G. Andres, a French 
pianist, was listed as D1rector. 21 
This music school for girls employed a faculty of 
four .in 1867-68; Clara Baur and Caroline Riv6 taught voice; 
Michael Brand, the strings; and Henry Andres, piano. The 
European background was evident in the small faculty, for 
Brand, born in New York and a •cellist with the Thomas 
Orchestra, was the only native-born teacher. In the first 
year 11 ••• Boarding arrangements (were) made in the city 
for pupils from abroad, 1122 and local music positions were 
secured for the pupils of the conservatory. A summer school 
session was held in 1868, which may have been a summer term 
fol1owing the spring term. In the nineteenth century, it 
was the custom in many schools of the mid-west, such as 
Oberlin, to schedule the main vacation in mid-winter. 
In 1868-69, the faculty was enlarged to twelve 
members, and theory was offered. Studios in the Chickering 
Institute in the center of Cincinnati were used in addition 
to the room in the boarding school. 
In 1869, the school was called the Cincinnati 
Conservatory of Music, and language courses in Italian, 
21cincinnati Daily Gazette, 2£· cit. 
22Ibid. 
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German and French were first given. Clara Baur became 
Directress in 1871, and Henry G. Andres' title was changed 
to Director of the Piano Department. Jacob Bloom from the 
Stuttgart Conservatory, headed the Violin Department from 
1873, and Carl Pallat and Otto Singer, in Voice, and Voice 
and Theory, respectively, were hired as instructors. 23 As 
the Conservatory expanded and enrollments increased, new 
offerings were made available to the students. The curricu-
lum, which was built around the applied area, offered free 
lectures and concert privileges, as was the common practice 
in American and European conservatories before the First 
World War . All full course students were required to study 
certain theoretical subjects: harmony, solfege, and some 
counterpoint and fugue analysis . 
While activities of the Conservatory continued to 
grow, and a new building was secured in 1876, which allowed 
the operation of a supervised dormitory for out-of-town 
female students, money problems began to arise. 
Crisis and Expansion 
In the mid-70's, the Cincinnati Conservatory 
experienced its first serious financial problems. Some 
of the difficulty can be assessed to the general economic 
23 Lewis, ~· cit., pp. 107-08 and 311. 
effects of the Panic of 1873~ but there was increasing 
competition among music schools in Cincinnati~ throughout 
the decade. 
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For example~ the well-established and successful 
Cincinnati Wesleyan College~ a pioneer institution in 
female education~ maintained a "College of Music 11 as one of 
its departments. There were five musicians on the faculty~ 
under Carl Barus~ a choral conductor of wide experience in 
Cincinnati. The policy of Wesleyan was emphatically opposed 
to the "conservatory or class system" at this time~ for its 
catalogue of 1872-73 read: 
There is no class system of instruction (here). 
Each pup~¢ has her full time of instruction with the 
teacher. 
Clara Baur's conservatory also lost staff and faculty 
members to other music schools in Cincinnati. Two women 
who were connected with the Cincinnati Conservatory of 
Music each established short-lived music schools. Hattie 
Evans~ a faculty member under Clara Baur~ directed her own 
Cincinnati Music Institute; and Dora Nelson~ formerly the 
Secretary of the Cincinnati Conservatory from 1874-76~ 
opened her Cincinnati College of Music in September of 1878. 25 
24
cincinnati Wesleyan College~ 31st Annual Catalogue~ 
1872-73~ pp. 24-5. 
25 Lewis~ ~· cit.~ pp. 115-16. 
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However, this latter school was not the famous 
Cincinnati College of Music, which was founded one month 
later in October of 1878, with Theodore Thomas as the first 
President. Thomas• College of Music was to become a keen 
rival of the Cincinnati Conservatory, and its history will 
be treated in some detail later in this same chapter. But 
initially, Clara Baur lost H G. Andres and Otto Singer to 
the richly endowed Cincinnati College of Music. 
Miss Baur 1 s school weathered the financial crisis 
largely through the personal backing of a friend of the 
school, John Trevor. A period of further expansion followed 
the period of crisis. At this time, another person, who 
was to become of first importance to the school, joined the 
administrative staff in 1879. Bertha Baur (1858-1940), who 
was the daughter of Clara's brother Emil, came to Cincinnati 
to work with her aunt. In the early 80 1 s, she was appointed 
as Assistant Director, and her close association with the 
Cincinnati Conservatory lasted for 60 more years. 
In 1881, Teaching Certificates were awarded to 
those pupils who were considered competent to teach. This 
newer building also allowed the establishment of a Kinder-
garten Music School for children in the same year, and in 
1883, a branch studio was opened in the western section of 
Cincinnati. 
George Magrath, a native New Yorker, who graduated 
from the Stuttgart Conservatory in 1877, was appointed to 
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head the Piano Department at the Cincinnati Conservatory of 
I¥1usic in 1883. llie entire piano department then followed 
and taught the 11 Stuttgart method," which was based on 
Lehbert. When Frederick Shailer Evans, another New Yorker, 
and an 1886 graduate of the Leipzig Conservatory, came to 
Clara Baur 1 s conservatory in 1889, the method of Reinecke 
26 took precedence. 
In practices similar to the Peabody, Oberlin, and 
the New England Conservatories, the Cincinnati Conservatory 
granted Certificates upon the completion of a full course 
of two years. This was a minimum amount of time, for a 
course of study was based upon the individual student, and 
not on a specified number of credits. 
In 1884, the school was again moved, and the censer-
vatory again expanded; in size, in curriculum, and in its 
musical activities. The faculty of 1885 taught in the five 
Divisions of the Conservatory: Vocal, Instrumental, Theory, 
Elocution, and Languages. There were three Classifications: 
Preparatory, Normal, and Artists. Evening Classes, which had 
been held since 1868, 27 were continued throughout the year. 
Juvenile Classes were offered for children, and the faculty 
used the class method of teaching applied music, throughout 
26 Ibid., pp. 271 and 323. Also cf. Mathews, ~· cit., 
pp. 508-09, and 706. 
27Lewis, ~· cit., p. 249. 
the entire Conserv~tory program. According to Lewis, 
classes were instructed in small groups of two or three 
28 
students in each lesson. 
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The recitals of students and faculty increased in 
number, and Saturday afternoon student recitals were 
started. A faculty string quartet gave four chamber con-
certs each year, and the Cincinnati Symphony Orchestra, and 
the biennial May Festivals provided a rich background of 
live music for the Conservatory students. 
In an early type of affiliation, the Cincinnati 
conservatory directed the music departments of the Cincinnati 
Wesleyan College, and the Mt. Auburn Institute, in 1885. 
1888 - A New Location 
After only four years in the new building, more 
suitable and larger quarters were obtained in another 
building on Fourth and Lawrence Streets. More attention was 
given here to the special or part-time students, and a 
"select course" was established for them. During the decade 
from 1885 to 1895, the average yearly student enrollment was 
400 pupils, mostly female. As the Conservatory was operated 
as a private business, owned and directed by the founder, 
Clara Baur, the sole source of receipts was derived from 
the tuition and board fees of the students. 
28Ibid., p. 121. 
The following tuition fees, based upon the usual 
conservatory term of ten weeks, were charged during the 
academic year of 1885-86: 
Voice, Piano, Theory $15 to $40 
Cabinet Organ, Elocution, 
or Language 15 to 30 
Pipe Organ 20 to 40 
Other Instruments 20 to 30 
Sight-Singing 5 to 30 
The Cincinnati Conservatory followed the common 
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practice of independent nineteenth century conservatories 
of music, when it carried several different fees for the 
same course. The 1885-86 Catalogue explained this when 
it read,"'fu.ition will vary with every grade, the number 
of pupils in a class, and the teacher employed."29 
The girls who lived in the dormitory were full 
course students, and their charges were all-inclusive. 
They were required to take harmony, theory, sight-singing, 
and chorus, and they were admitted to all the recitals, 
concerts and lectures of the Conservatory. The flat tuition 
fees for dormitory students in 1885-86, were determined by 
their courses of study, as follows: 
Preparatory Department 
Normal Department 
Artist Department 
29rbid., p. 350. 
30Ibid. 
$125 
13730 147 
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Wnile the major emphasis of the Cincinnati Conser-
vatory of Music, in Clara Baur's administration, was upon 
music, it was not solely a vocational school. 
Clara Baur's Philosophy 
Clara Baur constructed all the policies upon which 
the school was organized. She conceived of the Conservatory 
as a home for female music students. While music was the 
central subject area, a cultural education revolved around 
it, and eminated from it . In somewhat a similar pattern as 
Eben Tburj~e's New England Conservatory of the same period, 
the courses offered were supposed to educate the whole self 
of each student . 
Clara Baur attempted to maintain a rather aristo-
cratic atmosphere, and the several moves to newer and larger 
buildings, which were made for purposes of expansion, were 
also partially made with a mind to settle in the fashionable 
sections of Cincinnati . For all the students, the day began 
at 6:30 in the monning. Religious freedom was practiced, 
although Clara Baur led a brief prayer meeting or reading 
one night each week. On Sundays, there was no music allowed 
including practicing and rehearsing. 31 
Musically talented students were prepared for a 
professional artistic careerj while less talented students, 
31Ib1d. , pp . 37Q-373. 
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or those lacking some of the other essential traits of 
concert life by reason of physical appearance or psychological 
deficiency, were trained meticulously for the teaching of 
music. Clara Baur cultivated a personal interest in each 
student. She was a liberal-minded director, notwithstanding 
her sole responsibility as owner. 
With applied music as the core of all the Conserva-
tory curriculums, the need to secure an excellent artist 
faculty was uppermost in Clara Baur's philosophy. There were 
two main divisions in the teaching ranks of the Cincinnati 
Conservatory of Music: first, there were artist-teachers, 
Who were European born and educated, or who were Americans 
who had been musically educated in Europe; and second were 
the regular teachers or assistant instructors who were chosen 
from the outstanding graduates of the Conservatory itself. 
This policy required exceptional salaries in order to attract 
performing artists, and it also contributed to a consistency 
of pedagogical method by its inbreeding. The loyalty of 
past students was another important factor in the formulation 
of this two-point policy, for Clara Baur had lost faculty 
members to other music institutions. 
Although Clara Baur remained Director and head of 
the Vocal Department until her death in 1912, her niece 
Bertha Baur gradually assumed more and more of the administra-
tive duties of the Conservatory, as the years progressed. 
In 1892, Clara's nephew George Baur became head bookkeeper. 
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Clara Baur sent Bertha to Europe every other summer to hire 
outstanding artist-teachers, a policy which Bertha Baur 
continued when she became the second Director in 1912. 32 
Two instances of this faculty policy may be presented 
which tend to support the wisdom of Clara Baur•s philosophy. 
Theodore H. F. Bohlmann (1865-1926), born in 
Germany, had studied violin at the Leipzig Conservatory, 
and then followed piano under a succession of famous teacher=~ 
Stade, Barth, d 1Albert, Mos~kowski, and Klindworth, at 
Whose Conservatory he taught briefly, following his Berlin 
debut in 1890. He became head professor of piano at the 
Cincinnati Conservatory of Music in that same year, and 
remained for 29 more. 33 He was a visiting piano instructor 
to the Birmingham Female College in Alabama, and when he 
left the Cincinnati Conservatory in 1919, it was to open 
his own music school in Memphis, Tennessee. 
From Italy, Clara Baur hired ~ Adolfo Tirindelli 
(1858-1937), a vocal student of the Milan Conservatory, who 
studied violin and conducting. He taught violin at the 
Lyceo Benedetto Marcello in Venice, and after further operatic 
conducting experience, in Italy, and service with the Boston 
32 Ibid., p. 176. 
33This long teaching period was broken once when 
Bohlmann was granted leave to teach in the Stern Conservatory 
in Berlin. cr. Ibid., p. 198. 
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Symphony Orchestra in 1895, he came to the Cincinnati 
Conservatory in 1896. He taught violin, ensemble classes, 
and he organized a string orchestra, and then a full 
symphony orchestra. He remained at the Conservatory until 
1919, when he returned to Rome, to a new conducting career. 
These two musicians were typical of the artist-
teachers which Clara and Bertha Baur attracted to the faculty 
of the Cincinnati Conservatory, and they in turn helped 
immeasurably, as practicing artists and teachers, to sustain 
the reputation of the Conservatory, from its earliest days, 
as being one of the best in the United States. During his 
concert tour of 1872-73, Anton Rubinstein had praised the 
Cincinnati Conservatory of Music; and the two sopranos, 
Marie H. Roze, in 1877-78, and Therese c. J. Tietjens, in 
1876, also highly commended Clara Baur 1 s music conservatory.34 
Further Growth and Development 
The constructive policies of Clara Baur, coupled 
with the administrative implementation of these philosophies 
by her niece Bertha Baur, produced a sound prosperity for 
the Cincinnati Conservatory. Enrollments increased to such 
a marked degree, that the facilities on Lawrence Street 
were being strained. 
34Mathews, ~· cit., p. 510. 
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In 1895, there were 800 students, of whom 61 were 
graduated with certificates or diplomas. In 1896-97, there 
were 858 students, including 53 males, and 28 instructors. 
Between 1867 and 1910, there were few men students at the 
Cincinnati Conservatory, but the number slowly rose, 
allowing the formation of a Men's Chorus in 1892. 35 With 
the staff additions made during 1890-1900, it was possible 
to study any band or orchestral instrument at the Conserva-
tory by 1896. 36 
As the twentieth century opened, and the student 
registration hovered at 1000, with a staff of 30 teachers, 
Clara Baur began searching for a new location for her 
Conservatory, which would offer possibilities for further 
future expansion when the physical needs demanded such a 
move . She had re-located three times since her founding 
operation in the rented one-room studio in 1867, and the 
desire for a permanent establishment became of paramount 
importance in her mind as she grew older. 
Because of limited concert hall space, the commence-
ment series of recitals in 1900 required two full weeks to 
complete. These free public recitals became the final 
examinations of the students . This one example demonstrated 
35Lewis, ~ cit., pp . 264 and 371. 
36Ibid., p. 276. 
429 
the restrictions upon conservatory life which the inadequate 
quarters were causing. But again, Clara Baur moved her 
music conservatory to a new location, this time to the 
most ideal of all . 
The Mount Auburn Estate on Highland Avenue 
In February of 1901, Clara Baur purchased the 
property on Highland Avenue known as the Mt. Auburn Estate 
from the Shillito family, for the sum of $200,000. In 
addition to the buildings on the estate, a new five-story 
structure was built, which contained a 600 seat auditorium, 
and a dormitory and gymnasium for the female students. 
The activities of the school immediately quickened. 
In the spring of 1902, 26 concerts were presented by the 
graduates, and a graduate program began to evolve. This 
consisted of advanced materials in the applied area with 
37 the objective being the expansion of repertoire. 
In 1903, Theodore Bohlmann began teaching master 
classes in piano, similar to the practices in the Leipzig 
and Stuttgart conservatories. These large classes cometimes 
consumed four hours' time in the Cincinnati Conservatory, and 
although they have been attempted sporadically in American 
Conservatories since the late nineteenth century, they have 
37Ibid. , pp . 159 and 254. \ 
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not been as successful or as popular as the master classes 
as taught in the European music schools. 
In 1904~ the faculty of 35 teachers was unevenly 
spread in the applied fields as follows: there were 21 
piano teachers~ 4 vocal teachers~ and 2 violin instructors. 
The remaining eight singly represented other instruments 
or languages. In his historical study of the Cincinnati 
Conservatory~ Lewis found that most of the Artist Teachers 
were European~ and of these~ the descending order read: 
England, Russia~ France~ Germany~Italy and Poland. Lewis 
also specified the following conservatories as having 
11connections with the Cincinnati Conservatory~~~ by faculty 
or student representation: Paris~ Leipzig~ Berlin~ Stuttgart~ 
Vienna~ Lemberg~ St. Petersburg~ Moscow, Venice~ Kiev~ 
Brussels~ Budapest~ and the Royal College of Music in 
London. 38 
In 1905~ Clara Baur purchased 245 Cincinnati Symphony 
Orchestra tickets for her students. In this same year~ the 
Department of Public School Music was organized. In 1907~ 
the Alumni Association was formed which has given scholar-
ships, and which established a Student Loan Fund in 1928.39 
During the terms of the first two Directors of the 
Cincinnati Conservatory~ scholarships were given to needy and 
38 ~·~ pp. 197 and 304. 
39Ibid., pp. 385 and 387. 
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talented students, but no records or public announcements 
were made. Both Clara Baur and her appointed successor 
Bertha Baur considered scholarships in the same realm as 
charity, for these were personal arrangements between the 
donors and recipients. However, in 1915, several four-year 
full scholarships were given to the school by private donors, 
and in 1923, 14 scholarships were awarded in various applied 
40 fields. 
Clara Baur was a wise businesswoman who advertised 
the Cincinnati Conservatory of Music, not only in national 
newspapers and fashionable magazines, but also through her 
artist faculty. Her faculty members were purposely sent on 
41 tour to advertise the school. 
Changes in Diplomas 
In 1910, the Diploma, the Artist's Diploma, the 
Normal Diploma, and the Teacher's Diploma were replaced by 
two new types. The Academic D1eloma was awarded upon the 
completion of a full course in any department. More advanced 
study was necessary to receive the Collegiate Diploma. 
1fhile these new terms were representing a consolidation of 
the previous diploma system, they did point to the growing 
40Ibid., p. 366. 
4lrbid., pp. 363-65. 
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awareness by the administration of the Cincinnati Conser-
vatory to the changing role of the music school in higher 
education. 
42 
With the addition of George A. Leighton~ a former 
student~ in 1909; and Edgar Stillman Kelle~, a noted com-
poser with a wide teaching background~ in 1911, the Theory 
~ Composition Department offered a major area of study 
for the first time at the Conservatory. 
In 1912, Clara Baur, the Founder of the Cincinnati 
Conservatory of Music, died after personally directing the 
school for 45 years. Because of her wisdom and devotion, 
the music school matured from an embryonic one-room rented 
studio with a faculty of four in 1867, to a large institution 
of higher education in music, comprising a group of 
valuable43 and specially constructed buildings, housing 
hundreds of dormitory students, and requiring a staff of 
50 musicians. The Cincinnati Conservatory remained an 
independent school, despite its sole dependence upon tuition 
fees received, and its complete lack of endowment. In 
prestige, it was consistently ranked as one of the finest 
music conservatories in the United State~. For the next 
42 Leighton's Harmony~ Analytical and Ap~lied (Boston: 
The Boston Music Co., 192'(), 208 pp, became-a s andard text-
book in many college music department~. 
43
rn 1916, the Cincinnati Conservatory registered 
assets totaling $231,315.61. cr. Lewis, ~· ~., p. 353. 
eighteen years, the Conservatory was to remain in the 
family, and it was to be directed again by a woman. 
Bertha Baur's Directorship 
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Clara's niece continued many of the traditions and 
Policies of her aunt, and she expanded others. But vital 
changes took place in her administration which kept the 
school abreast of the current educational trends. 
New courses were begun; The Boy Voice, Gregorian 
Chant, Folk Dancing, and a special Department was organized 
in 19.12 called Instruction for the Blind. 
In 1915, an Opera Department was formed with an 
entrance requirement of two and a half years of formal 
vocal instruction before admission. In 1921, when Ralph 
Lyford, a graduate of the New England Conservatory, was 
Head of the Cincinnati Conservatory Opera Department, he 
worked with Mrs . Charles P. Taft in the organization of the 
44 
opera in the Zoological Gardens project. Classes in 
Ballet supplemented the Opera Department; and the Conserva-
tory and Zoo Opera carried on a dependent relationship for 
many years. In 1915 also, Public School Music became a 
full department . 
During the first vorld War, the Cincinnati Conser-
vatory benefited from the restricted travel to Europe, for 
44Leighton, Mary, ~· cit., p. 123. 
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many artists taught in conservatories when unable to 
concertize in Europe. The faculty of 61 in 1916 included, 
among others : Eugene YsaYe, Meiczyslaw Munz, and Vladimir 
Bakaleinikov. 
From 1917-22, Bertha Baur purchased additional 
adjacent properties for the Conservatory: the two Durrell 
properties, and the Miller Es tate, costing $87,000. In 
1919, Frederick Shailer Evans, who first came to the Conser-
vatory in 1889, was appointed Dean of the Faculty. It was 
during Bertha Baur 1 s term that faculty contracts were signed 
for a three-year period. In each department, she attempted 
to place an outstanding artist as the head. Then followed 
several competent teachers, preferably with some concert 
experience; and the department was rounded with several 
teaching assistants , who were usually recent talented 
graduates . In spite of these innovations and expansions, 
which strengt hened the Conservatory as a teaching unit, 
financial matters were always a concern because of a lack 
of endowment . The problem was partially solved in 1920. 
The Cincinnati Conservatory of Music Company 
In 1920, the Conservatory began to suffer financially 
because of competition from endowed institutions, such as 
the Cincinnati College of Music; and from the multiplying 
state and municipal institutions of higher learning, which 
were developing strong departments of Public School Music. 
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Accordingly, Bertha Baur arranged for the Cincinnati 
Conservatory to be incorporated ~~institution under the 
name of "'lhe Cincinnati Conservatory of Music Company. " As 
such it could solicit funds for endowment purposes. The 
Director, Miss Baur, still controlled the Conservatory, for 
it was maintained as a privately-owned enterprise, but 
incorporated under the laws of the State of Ohio. 
Degrees at the Cincinnati Conservatory 
The Cincinnati Conservatory was authorized by the 
Ohio State Department of Education to grant degrees in 
music, in 1922 . The Bachelor ££Music, requiring 120 
semester hours over four years, and the Master of Music 
requiring one year of graduate study, were offered. The 
undergraduate major areas of study were in applied, or in 
composition . The graduate degrees were available in applied, 
composition, or music research . 
In 1927, a Bachelor of Letters was first instituted 
for a four-year course in Dramatics, however only ten such 
degrees were conferred in the entire life of the program.45 
The Conservatory was also allowed to confer honorary degrees 
of Doctor of Music, and Doctor of Pedagogy. 
45 Lewis, £2.• cit., p. 433, Table 3. 
Affiliations 
Beginning in September, 1922, Cincinnati Conservatory 
students were accepted in education courses at the College 
of Education of the University of Cincinnati, a municipal 
university. In the following year, the University of 
Cincinnati inaugurated four-year degree courses with both the 
Cincinnati Conservatory of Music, and the Cincinnati College 
of Music. These music education programs led to a Bachelor 
£[ Science in Public School Music degree, which was granted 
46 by the University. A five-year course leading to the 
Bachelor of Education was possible for those students who 
completed practice teaching in the elementary or secondary 
schools. The University also offered, in course, the 
Master of Education, and the Doctor of Education degrees 
with concentration in music education. 
Academic Courses and Accreditation 
The institution of its own Bachelor and Master of 
Music degrees in 1922 required the Cincinnati Conservatory to 
expand the academic department . English, Psychology, 
Educational Philosophy, History and Physics were added to 
46rn 1938, this degree read Bachelor of Science in 
Music Education, and in 1943, it became shortened to Bachelor 
of Science. Still later, it read, Bachelor of Science in 
Music Education. Of . Cincinnati Conservatory Catalogue, 
1948-49, p. 66. 
the languages and History of Music courses. The three 
divisions of Theory, Applied Music, and Academics, were 
allotted approximately 40 semester hours' credit apiece, 
in the degree requirements. 
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This strong program resulted in early accreditation 
from Colorado, Illinois, Virginia, and other states. 47 
These new considerations of degrees, institutional 
affiliations, state certification, and academic subject 
matter, shifted the educational philosophy of the highly 
specialized conservatory of music. 
The emphasis upon performance and music in the 
applied fields was diminished somewhat, or at least partly 
displaced by a broader-based specialized training. Standard-
ization and conformity to evolving patterns of degrees in 
music, and to established requirements in music teacher-
training demanded a fairly precise outline of subject matter, 
expressed in semester hours. The necessary changes and 
additions to the curriculums were accomplished rapidly at 
the Cincinnati Conservatory for it had actually been 
considering similar steps to a uniformity in teaching methods 
and evaluation since 1916. 48 
47 Lewis, ~· cit., pp. 189-90. 
accepted Conservatory graduates without 
48Ibid., pp. 206-07. 
Arkansas and Florida 
examinations in 1926. 
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It was an event of national significance when the 
formation of the National Association of Schools of Music 
resulted from a meeting in the Conservatory in 1924. Burnett 
TUthill, who was general manager of the Cincinnati Conser-
Vatory, and representatives from six other schools, founded 
the association with the purpose of coordinating curricu-
lums for degree programs in all areas of music education. 
In 1925, Cincinnati Conservatory conferred its 
first earned degrees. Whereas in the other conservatories 
which have been reviewed, Peabody, Oberlin, and the New 
England Conservatories, the Master of Music degree followed 
by about ten years, the institution of the undergraduate 
degree, the Cincinnati Conservatory received authority for 
both undergraduate and graduate degrees in the same general 
law. 
Also in 1925, an Extension Department offered 
correspondence courses in the subjects of Harmony, and 
the History of Music. By mid-century, Orchestration and 
Counterpoint were added; however, the Cincinnati Conservator~ 
Catalogue of 1953-54, omitted any mention of the department 
or its courses by correspondence . 49 
The class method in applied instruction was still 
being utilized in 1925, but private lessons were available 
49cincinnati Conservatory Catalogue, 1949-50, p. 64. 
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on all instruments and voice. At this same time in applied 
music, a plan was formulated by Burnett TUthill and Fritz 
Reiner, then conductor of the Cincinnati Symphony Orchestra, 
to train talented high school musicians at the Cincinnati 
Conservatory. For several years, until the depression, 
70 students a year received practical education on their 
instruments. The objective of encouraging and refining 
suitable high school orchestral talent was similar to a 
later program carried on by the Peabody Conservatory and 
the Carnegie Foundation in 1939. In the case of the Cincinnati 
Conservatory, the necessary finances were forthcoming from 
patrons of the music school. 
Bertha Baur•s Gift to Cincinnati 
The business depression which began in late 1929 
again accentuated the vulnerable financial structure of 
the Cincinnati Conservatory, but the Director acted 
decisively to insure the future permanence of the school. 
Bertha Baur gave the Cincinnati Conservatory of Music to 
the City of Cincinnati in 1930. Upon acceptance, it was 
placed under the administration of the Cincinnati Institute 
£f. ~ .!Arts. 
This organization had been formed on March 22, 1927, 
as a corporation, 11not for profit, to further the musical 
and artistic education and culture of the people of 
} 
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Cincinnati . "50 It was to maintain and support schools of 
art, music drama, museums, symphony orchestras and other 
cultural activities. The Institute was launched with a 
donation of one million dollars from the Charles P. Tafts, 
and two-and-a-half millions more were secured from the 
gifts of private citizens . TWo of the first responsibilities 
of the Institute became the Taft Art Collection and the 
Cincinnati Symphon1 Orchestra . The Cincinnati Conservatory, 
whose name remained unchanged, was operated by a Board of 
Trustees who appointed a Manager to administer the school's 
business affairs . 
Bertha Baur's Retirement 
In 1931, Bertha Baur was designated as Director 
Emeritus, and Frederick Shailer Evans served in that capacity 
until 1932. Herbert Witherspoon, the next director, also 
served one year, and John A. Hoffman, a Cincinnati Conser-
vatory graduate, and a member of the faculty for 27 years, 
was named Dean of the Faculty in 1933. 
George Leighton had been named Educational Director 
in 1931, and with his death in 1935, Mildred Eakin adminis-
tered this post until 1948. 
50Ibid., p. 6. 
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Financial Tightening and Recovery 
During the 1930's, several administrative changes 
were effected in the curriculum, in the faculty, and in 
the growth and recognition of a more important student life 
in the Conservatory. 
1931 was the final commencement which awarded the 
Academic and Collegiate Diplomas. Musicology was instituted 
for Masters' candidates, but this was discontinued until 
1936. The requirements of this concentration included 
courses in aesthetics, music criticism, research and evalua-
tion, applied music, and a thesis. 
Student enrollments from 1930 to 1937 had diminished 
so sharply, that the faculty of 86 in 1929 had decreased 
to one-half that figure by the midpoint of the decade. 51 
The recovery for the Conservatory was gradual, for by 1943, 
the faculty numbered 76, and it was not until after the 
return of the many veteran-students following the Second 
World War, that the large teaching staff of the late 
twenties was surpassed in number. Moreover, during the 
reorganizational period of the Cincinnati Conservatory, 
following the retirement of Bertha Baur, it was necessary 
51 Lewis,~. cit., pp. 229 and 231. 
to revise the remuneration system for the teachers into 
a salary-and-percentage basis.52 
442 
In 1931, the Dalcroze Eurhythmics program, first 
introduced in 1915, was expanded. In 1942, this course 
was made a requirement for students in any of the full 
course curriculums. In 1932, instruction in Piano TUning 
was first given, which became a special course twenty years 
later, called Piano Technologl, including tuning, servicing 
and repairing. 
In student affairs, the four classes were organized 
in 1936, and a Student Council began functioning in 1938. 
Lewis estimated that 5% of the income from tuition fees, 
received in the period 1928~1943 as devoted to student 
scholarships.53 There is a high percentage of the full 
course student-body represented in the six fraternal orga-
nizations of the campus, and student talent, along with 
faculty presentations, have been heard on radio programs 
beginning in 1934-35. 
52Ibid., pp. 224, 229, and 360. This practice was 
common in conservatories throughout the nation. In an early 
reference, w. s. B. l>1:athews, writing editorially in 11 Private 
Teacher vs . Conservatory: A Pedagogical Polemic, " Music, 
VIII, Sept • . 1895, p. 488, said: rrin the conservatories, as 
it stands in most of our American cities, the teacher usually 
receives one-half of the lesson fee. 11 
53Lewis, ibid. , p. 367. 
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Possibility of Merger 
During the period of economic difficulties~ which 
plagued such institutions as music conservatories parti-
cularly; hard~ some schools sought a way out of the 
financial problems by affiliation. In Cincinnati, the 
possibility of merging the two important music schools, 
the Cincinnati Conservatory of Music, and the College of 
Music of Cincinnati, had been a subject for discussion many 
times during the concurrent histories of both institutions.54 
Stimulated by general depression conditions, a 
move to merge the two conservatories was initiated in 
October of 1930. A special committee wh~ch had been named 
by the trustees of both schools, recommended against the 
merger.55 A similar attempt two years later~ which would 
have created a single school to be known as The College and 
Conservatory £!. Music, was also unsuccessful. 56 Two 
decades later, the amalgamation was accomplished~ to be 
followed by a further merger with a large municipal 
university. 
54cr. Cincinnati Times Star, 60, 17~ January 20, 
1897~ p. 4; and Musical Courier;-!LVIII, 17, April 27, 
1904, p. 22. 
55vincent A. Orlando, "An Historical Study of the 
Origin and Development of the College of Music of Cincinnati," 
(Unpublished Ed.D. dissertation, Teachers College of the 
University of Cincinnati, 1946), p. 129. 
56rbid., p. 131. 
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Diploma and Degree Statistics 
In his study of the first 76 years of the Cincinnati 
Conservatory of Music, Lewis included a compilation of 
diplomas and degrees which had been conferred through 1942. 
The Conservatory's renown as a piano school is apparent from 
the figures. Of 886 diplomas conferred between 1886 and 
1924, 440 were in piano. The interest in music education 
Was seen when 143 Public School Music Certificates were 
given since 1910.57 The following table shows the diplomas 
and degrees which have been awarded from 1925-1942: 
Diplomas 
395 
DIPLOMAS AND DEGREES 1925-1942 
B.M. M.M. 
390 122 
B.Sc. 
170 
B.Ed. 
3 
B. of 
B.Letters Pedagogy 
10 1 
In additioQ, there were 34 honorary degrees, which brought 
the total to 1,125 diplomas and degrees in 1925 to 1942. 
Of the 395 diplomas, 193 were given in piano, and 55 in voice. 
The Bachelor of Science and Bachelor of Education degrees 
were actually conferred by the University of Cincinnati, 
and represent the degrees in music education. The total 
number of degrees was 744. The grand total for all diplomas 
and degrees awarded at the Cincinnati Conservatory of Music 
from 1886-1942, was 2,011.58 
57Lewis, ~· cit., p. 432. 
58Ibid., p. 436. 
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Administration 
John A. Hoffman~ Dean~ was named Director in 1937, 
in which office he continued until 1946. Mrs. John Hoffman 
was appointed as Acting Director until April of 1948, when 
Luther A. Richman was installed as Director. Upon Richman's 
resignation in 1952, William s. Naylor was designated as 
Director in 1953. The affiliations which had begun with 
the University of Cincinnati in 1922, had continued, and 
the University's in the Conservatory had expanded. In 
1950, the degrees Bachelor of Science, in Music Education, 
Bachelor of Education, in Music Education, and Master of 
Education were available through the University Program 
in the College of Education. The musical subjects in these 
courses were taken on the Conservatory campus. 
With the University's McMicken College of Arts and 
Sciences, the liberal arts students were credited with 
Harmony and the History of Music courses which were taken 
at the Conservatory.59 There was no credit for applied 
music. The entrance requirements for undergraduates at 
the Conservatory were n15 units approved by the University 
of Cincinnati."60 
59cincinnati Conservatory of Music, Catalogue, 
1949-50, p. 12. --
60Ibid., p. 18. 
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Courses and Curriculum 
Although there was a faculty of 90 in 1950, with 
such musicians of stature as Robert Goldsand, the only 
academic courses taught at the Conservttory "LV"ere languages, 
and the History of Music . Special courses were Opera, 
Dancing, and Radio and Television . 
For the music education majors, the University, 
which conferred the degree, made these requirements in the 
liberal arts content of the 120 semester hours: English, 
10; Dramatization, 2; American History, 6; and approved 
Liberal Arts elective, 12. 61 The four-year curriculum for 
a Piano major, in the Bachelor of Music degree, was out-
lined as below: 
PIANO MAJOR - BACHELOR OF MUSIC 
1st Year 2nd Year 3rd ~ 4th Year 
-- -- --
Piano 10 Piano 10 Piano 12 *Piano 12 
Sight- Sight- Sight- *Creative 
Reading 3 Reading 2 Reading 2 -Techniq 2 
Dictat . 3 Dictat . 2 Dictat . 2 *'lheory 
Harmony 6 Harmony 4 Harmony 4 -Elect. 2 
Apprec . 4 History Composit. 4 *Orchest-
Chorus 1 Music 4 *Counter- -ration 4 
English 6 Methods 2 - point 4 *Conductg 2 
TI Eurhythm. 2 Ensemble *Ensemble 
*English 4 and ~ or Acco. 2 
30 Accompy 2 *Academic 
*Academic -Electv 4 
Total - 125 Semester Hours. Electv 4 28" 
34 
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·The requirements for a Certificate, constituted the first two 
Years of the above curriculum, minus the sophomore English. 
The three-year Diploma requisites were all of the above 
62 
subjects which were unstarred. 
The Bachelor of Music degree in applied was heavily 
concentrated upon the musical side, with 44 credits in the 
major instrument or voice, and 18 in academic subjects. Of 
course, music schools consider courses such as Appreciation, 
and History of Music, as academic subjects. In 1953, the 
applied hours were increased to 48 hours, and the course in 
general was strengthened. 63 
The Master of Music degree in 1950 was available in 
applied or in the field of composition. Under Naylor, 
concentrations were added in Historical, Critical or The~~ 
retical research, and Organ Major. 64 
Merger 
In 1955, the Cincinnati Conservatory of Music, and 
the College of Music of Cincinnati were unified into one 
school, thus fulfilling proposals which were first made 
before the turn of the twentieth century. 
62 Ibid., p. 45. 
63
cincinnati Conservatory of Music, Ca talogue, 
1953-54, p. 35. --
64 Ibid., p. 55. 
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Following a summary of the history of the Cincinnati 
Conservatory of Music, it will be necessary to trace the 
corresponding history of the College of Music of Cincinnati 
from its founding in 1878. The joint history of the combined 
schools will then be discussed from the date of merger to 
the present . 
Summary of the Cincinnati Conservatory of Music 
The Cincinnati Conservatory of Music was the creation 
of one individual, who devoted her entire life to the 
continuance of this school. Clara Baur modelled her one-
room, rented, studio Conservatory after the Stuttgart 
Conservatory of Germany. Continued expansion was necessi-
tated by a constantly enlarging s.tudent enrollment, which 
gradually attracted male students of music. Several physical 
moves were made in the nineteenth century, before a permanent 
and ideal location was found in the purchase of the Shillito 
Mount Auburn Estate. 
The school was unendowed throughout its long existence 
as a proprietary institution, and in spite of severe curtail-
ments during the periods of national business failures, the 
Cincinnati Conservatory rebounded from the effects of 
decreased enrollments and sharp competition from other music 
conservatories, by further expansion of the school, coupled 
with a continuing refinement of the curriculum. 
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· The intention of Clara Baur to establish a first-
rate Conservatory of Music in Cincinnati, was continued and 
augmented by the second director, her niece, Bertha Baur. 
She offered high salary contracts to artist-teachers, and 
strengthened the applied departments with many talented 
Cincinnati Conservatory graduates. The prominence of the 
Piano Department achieved national renown, for the heart of 
any conservatory of music was recognized by Bertha Baur, as 
the practical musical core. 
At the same time, trends in modern American twentieth 
century social and educational needs were realized, in the 
establishment of a Public School Music department, and in 
the initiation of music degrees in 1922. Convenient and 
reciprocal affiliations were concluded with the municipal 
University of Cincinnati, in which the music education degrees 
were conferred by the University, and the musical subjects 
therein were taken at the Conservatory. The education and 
liberal arts courses were studied at the University. 
After 63 years as a private institution, which had 
become a "company 11 in 1920, Bertha Baur donated the Cincin-
nati Conservatory of Music to the people of the City of 
Cincinnati, through the municipal Cincinnati Institute of 
Fine Arts, in 1930. 
In the next decade, a series of directors administered 
the school through the financially-tight years, and with the 
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business recovery beginning in 1938, the Conservatory rose 
to newer heights of importance in the field of American 
music. Its close relationship with the City of Cincinnati 
during the Conservatory's long history, saw its active 
participation and support of various cultural endeavors, 
among which were the Opera Association, the Cincinnati 
Symphony Orchestra, and the program of training talented 
Cincinnati high school musicians. 
Early accreditation by several states, and the 
founding of the National Association of Schools of Music, 
in Cincinnati, of which the Conservatory was a founding 
member, pointed to the Conservatory's sensitivity to changing 
concepts in American higher education which had to effect the 
specialized musical institutions of education. 
In 1955, a long campaign to join the two large 
conservatories of Cincinnati was finally consummated. The 
joinder was uniquely followed by amalgamation with the city 
university, which had been officially associated with the 
school since 1922. 
The history of the growth of music educational 
institutions in the past century in the United State~, can be 
perceived through the history of the conservatory of music 
which has affiliated with, and then joined a university. The 
Cincinnati Conservatory of music is singular in that it had 
first merged with its cultural competitor of many years, the 
College of Music of Cincinnati. 
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The College of Music of Cincinnati 
When the success of the Cincinnati May Festivals 
was rewarded with the erection of the Music Hall Building 
in 1878~ thus assuring the Festival's permanence, the 
thought of establishing a large music school on the 
European style~ was also gathering momentum. 
The Music Hall Building 
Reuben R. Springer~ a successful businessman~ offered 
to pay for one half the cost of constructing a suitable 
building, which would mak~ it possible to perform large 
musical productions. 65 Springer donated $190,500 towards 
the building and its organ~ and later he gave $50~000 for 
h t ti f . 66 t e cons rue on o w~ngs. 
The Building was dedicated on May 14, 1878~ and Otto 
Singer~ who directed the chorus of the Cincinnati Conserva-
tory, had his own Festival ~performed by Theodore Thomas 
and his Orchestra~ at the dedicatory concert. 67 Two other 
individuals who were instrumental in promoting the building 
of the Music Hall were Colonel George Ward Nichols, and 
She 
65
cf. Mary Leighton~ "Cincinnati,"~· cit.~ p. 121. 
attributed Springer's offer to a vow heJ[ad made. 
66Musical Review, I~ 6~ November 20, 1879, p. 83. 
67Rose Fay Thomas~ Memoirs of Theodore Thomas (New 
York: Moffat~ Yard and Company~ 1911)~ p. 141. 
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his wife and patroness of the arts, Maria Longworth Nichols . 
The home for a proposed music school already existed 
in the Music Hall, which would remain unused for much of the 
year. Prominent citizens of Cincinnati felt that good music 
teachers were active in the city, but there was no large 
school of music which could offer complete musical advan-
tages, as was found in Europe. Accordingly, Theodore Thomas, 
the popular conductor of the May Festivals, and a nationally 
known musical figure because of the intensive tours of his 
orchestra, was approached by Colonel Nichols, on forming the 
school. In a series of letters dated July 22, July 29, and 
August 2, 1878, Nichols offered Thomas the post of Musical 
Director of a "complete and brilliant musical university" 
which would be situated in the Music Hall and "eight or ten 
of the rooms."68 
In a letter dated August 16, 1878, and signed by 
Reuben R. Springer, Gordon Shillito and 20 others, Thomas 
was again urged to direct the new music college in Cincinnati. 
Thomas did accept four days later, and he had definite ideas 
on the function of this Musical University. 
The College of Music of Cincinnati 
Thomas envisioned an advanced school for the training 
of professionals, and not merely a conservatory to teach 
68 Thomas, ~· cit., pp. 145-147. 
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beginners. He suggested the maintenance of a professional 
symphony orchestra, to be supported by a separate endowment. 
The musicians of this organization were all to teach in the 
music college, but other details of the curriculum were 
vague. 69 It was obvious from the beginning that Thomas' 
concepts for a successful music school were quite different 
from those of the Board of Trustees, as will be shown. 
However, the College of Music was incorporated on 
August 16, 1878, four days before Thomas had written his 
letter of acceptance. As a non-profit institution, it could 
utilize endowments from its opening. The aim of the school 
was to insbruct in all phases of a musical education, both 
theoretical and practical. This included imparting instruc-
tion to beginning students of all ages, 70 which was not in 
Thomas' original plan. 
Colonel Nichols was elected President of the Board 
of Trustees, and he was in effect the business administrator 
of the College of Music. Theodore Thomas signed a five-year 
·contract as Musical Director, with an annual salary of 
$10,000. The College of Music was located in Dexter Hall, 
which was part of the Music Hall, and the faculty of 31 in 
69rbid., pp. 153-156, which is an article by Theodore 
Thomas entitled "On the Need of a Musical University in 
America." 
-
that first year, attracted a student body of over 500 pupils. 
The opening staff included Henry G. Andres and Otto Singer, 
both of whom had left Clara Baur's Cincinnati Conservatory 
to join Thomas. George Elbridge Whiting joined the following 
year, to head the Organ Department, but in 1882, he returned 
to his post in the New England Conservatory. 
The early curriculum was patterned after the music 
schools of Europe. Theodore Thomas spent the first term 
organizing the voice department, the chorus, and the choral 
classes, which all students were required to attend. The 
orchestra was then formed, and special attention was given 
to securing a professional staff for teaching the various 
instruments . According to Rose Fay Thomas, the Director's 
second wife, students in the orchestral department were 
expected to learn their elementary theoretical studies by 
participating in the choral classes.71 
In Thomas• year-and-a-half as the first Director, 
harmony, counterpoint, instrUmentation, history of music, 
"score-playing," conducting, languages, "concert-room 
deportment," and dramatic expression were offered in the 
various departments . 
Thomas• Resignation 
While the above courses of study were far short of 
Theodore Thomas• ideals for a "music university, " he did 
71 6 Thomas, ££.• cit., p. 1 5. 
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patiently build on his own plans. These designs and purposes, 
unfortunately, were not the same as those of the founders. 
The College of Music of Cincinnati was an organization 
which was almost wholly conceived and materialized by the 
efforts and financial backing of successful businessmen of 
the Queen City. After the initial outlay of founding capital, 
they were intent on "making the school pay for itself," as 
a solidly based business venture. 
This meant accepting any students who wished to 
enroll, "the more the better. u72 The school year was divided 
into five terms of ten weeks each, which included a summer 
session. Thomas wished to establish a two-term academic 
year, thus eliminating much of the administrative details 
and paper work of registration and examinations. Thomas 
felt that his position as Musical Director was secondary to 
the administiBtive head, and a series of communications 
followed between Theodore Thomas and the Board of Trustees; 
and also between George w. Nichols, and the Board of Trustees.73 
In short, Thomas felt that a good conservatory was 
the goal of the trustees, as had already been founded by 
,. 74 Tourjee in Boston. In the correspondence, he asked for 
72Ibid., p. 169. 
73vide, "Corresrondence Connected with the Withdrawal 
of Mr. Theodore 'lliomasrom the College ofliiiiSic of Cincinnati," 
TCincinnati: Clarke and Company, 1880), 15 pp. ---
74Thomas, ~· cit., p. 158. 
clarification of his duties as Director, and following 
several letters which to him were unsatisfactory, he 
submitted his resignation on March 4th, 1880, to become 
effective on the following April 11th. The trustees accepted 
the letter on April 8th, with resignation effective immediately. 
Colonel Nichols also submitted his termination on 
March 5th, but it was immediately rejected by the Board of 
Trustees, and he was retained as the administrator of the 
College of Music of Cincinnati, as President, until his 
death in 1885 . 75 
The immediate results of the Thomas-Nichols imbroglio 
were not too damaging to the musical life of Cincinnati. 
Colonel Nichols resigned as President of the May Festival 
due to an increasing unpopularity with the chorus members, 
who actually demonstrated against him. 76 Theodore Thomas 
was retained as Conductor, and he went on to direct the 
first sixteen Cincinnati May Festivals, in all. 
The College of Music lost several of its faculty 
members, who had sided with Thomas in the dissention. The 
75Queen City, the pseudonym for the Cincinnati 
correspondent of the Musical Herald (Boston), in I, 4, 
April, 1880, p. 94, wrote: . 
Our city has had a first-class musical sensation. 
Mr. Otto Singer has been placed temporarily in charge 
of the college, and will doubtless continue. His name, 
at least, has a good sound. 
76orlando, ~· cit., p. 60. 
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Cincinnati Music School was opened in September, 1880, by 
George Schneider, B. w. Foley, and Arthur Mees, who had all 
been on the faculty of the College of Music. Emma Cranch 
was in charge of the Vocal Department of the new school, and 
"a special feature of the school is that every pupil receives 
private instruction, 1177 One of the charges against Thomas 
was that he had employed 11 private lessons in favor of class, 
except in chorus singing, and in theory and the history of 
. 78 
music. 11 
From the viewpoint of the Board of Trustees, who 
were responsible for a $400,000 investment, and the very 
future of the College of Music, Thomas was attempting to 
eliminate the need for a business office. He wished to 
hire a few extra secretaries at registration time, and run 
the business end himself. The Board of Trustees undoubtedly 
knew of the previous failure in 1873 of a conservatory in 
New York City, which had been founded by William Mason and 
Theodore Thomas.79 Thomas' adamant position against accepting 
77F. o. Jones, Handbook of American Music and Musicians 
(Canaseraga, New York: 1886), p:-38. Bushrod Walton Foley 
returned to the faculty of the College of Music in 1886, one 
year after Nichols' death. 
78correspondence Connected with the Withdrawal of 
Mr. Theodore 1homas, etc., .£2.• ci€.-;-p:- (. -
79Matthews, ~· cit., p. 446. Otto Singer had been 
employed as piano in~ructor in the New York City school, 
therefore his change from Clara Baur's to Thomas' School in 
Cincinnati was not surprising. 
beginning students, his preference for private lessons in 
place of using the class or conservatory methods of teaching 
applied music, and his insistence upon a two-ter.m year 
rather than four terms, placed the Board of Trustees with 
the uncomfortable task of choosing between Nichols and 
Thomas. From a business position, their decision in favor 
of Nichols was predetermined, in effect. But also was the 
fact that Theodore Thomas was attempting to develop a 
University of Music on the European Conservatory idea of a 
completely subsidized institute, free of financial considera-
tions. The Board of Trustees simply could not find the 
necessary endowments for such a school, and they recognized 
that Thomas was unrealistic to the basic differences between 
the evolving patterns of American and European higher education. 80 
Peter Rudolph Neff 
In spite of internal controversy, and the competition 
from other music schools in Cincinnati, the College of Music 
survived and prospered. When Colonel George Nichols passed 
away, Peter RudolEh Neff became President of the Board of 
Trustees. In this office, he bore the full responsibility for 
80In a letter to the Board of Directors dated March 
2, 1880, Thomas had suggested a course of study for an earned 
Doctor of Music degree, but no curriculum was submitted. 
Vide Corres2ondence Connected with the Withdrawal of Mr. 
Theodore 'ibomas, ~· cit., p. c.-Theodore 1homas wasnimself 
bestowed with an nonorary Doctor of Music degree from Yale, 
on September 27, 1880. 
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the music conservatory until 1897, for no musical Director 
was appointed following Theodore Thomas• Resignation. 
In October, 1884, a new building called The Odeon 
was opened which connected with the College of Music. It 
afforded much expanded facilities in an 1100 seat concert 
theatre, 12 classrooms, and 24 practice rooms. In 1889, 
President Neff built a Lyceum which seated 400 people, and 
which contained a Roosevelt organ. The small theatre was 
rented to the College of Music, and the organ was given 
outright. 
Continued Expansion 
In 1878, Certificates were given to those students 
who completed a course of study lasting five terms. This 
was possible in one year because the summer sessions until 
• 
1918 were ten weeks long, in keeping with the other four 
terms. An additional year of study for those who had 
received the Certificate resulted in the award of Diplomas, 
Which, until the advent of degrees in 1924, were the most 
popular, according to available figures. 81 
In 1889, a faculty numbering 29, instructed over 
600 students. The familiar pattern of European-trained 
professors was repeated at the Cincinnati College of Music, 
but a few American-educated musicians, such as the blind 
81orlando, ~· cit., pp. 238-39. 
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John s. Van Cleve, were found in faculty rosters of the 
College of Music. The Piano Department at the College of 
Music was the largest, and this characteristic of other 
contemporary conservatories in the United States was 
reiterated. In 1888-89, Otto Singer, Albino Gorno, W. s. 
Sterling and seven others comprised the piano division. 
Ar.min w. Doerner and Henry G. Andres toured as a faculty 
concert team. The voice department listed Bushrod W. Foley, 
Tecla Vigna, Lino Mattioli and two others. There were 
instructors named for all the standard orchestral instru-
ments, and Ensemble Classes, Prima Vista Classes, Opera 
School, Dramatic Expression, Elocution, and English Litera-
ture, courses were given, among the usual musical and 
82 language offerings. 
In 1892, additional properties were purchased for 
women's dormitories, and in 1902, Schmidlapp Dormitory 
was built for a female students' residence. The Alumni 
Association was first organized in 1898 by J. G. Schmidlapp. 
Frank van der Stucken 
An earnest effort to for.m an orchestra at the College 
of Music met with failure in the 1890's, but it stimulated 
the Musical Club to contract with Frank~~ Stucken 
(1858-1929), a Texan who had been educated in Europe with 
82Mathews, ~.~., pp. 506-08. 
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Benoit, Wambach, Reinecke and Grieg. Van der Stucken, who 
had been conducting the Arion concerts in New York from 
1884, received half his salary from the College of Music, as 
a professor, and the other half as Director of the new 
Cincinnati Symphon¥ Orchestra. He became Dean of the College 
in 1897, and Honorary Dean in 1901, which permitted him to 
devote full time in the College of Music to the orchestra, 
the chorus, and the opera classes. Winthrop s. Sterling, 
a graduate of the College of Music, was made Dean in 1901. 
Van der Stucken directed the Cincinnati Symphony 
until 1907, and although he returned to Germany to live 
about 1910, he continued to conduct the May Festivals: from 
1906-1912, in 1923, and in 1925 . 83 
In the Board of Trustees, William McAlpin served as 
President for one year, after Neff, and Julius Fleischmann, 
who was Mayor of Cincinnati, was elected President of the 
College of Music from 1899 until his resignation in 1918. 
Financial Problems 
The College of Music of Cincinnati was richly 
endowed with buildings and equipment in its opening years, 
and an additional gift of $60,000 was willed by Reuben R. 
Springer in 1882, but in spite of increasing student 
83Mary Leighton, ~· cit., p. 121. 
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registrations, which numbered 708 pupils in 1896, the 
school was experiencing monetary troubles. 
A music school usually charges higher tuition rates 
in order to retain professionally-equipped and experienced 
faculty members, and also because of the small classes or 
individual instruction. The peculiar costs of equipment 
and musical productions are taxing to a conservatory, and 
independent music schools were weakly endowed, in comparison 
to liberal arts colleges. 
A serious fire in 1902 destroyed the Odeon and 
Lyceum, however the Odeon was rebuilt in the following year, 84 
as the loss was only partially covered by insurance. In 1902 
also, affiliation with a larger educational institution was 
attempted. Mrs. Frederick H. Alms brought forth a plan to 
affiliate the College of Music of Cincinnati with the 
University of Cincinnati, and she accompanied her proposal 
with $100,000. The idea was rejected because of technical 
. 8 
questions concerning endowments. 5 
In 1907-08 a financial depression caused a drop in 
the number of paying students, and most of the faculty were 
86 placed on a salary-percentage plan. Some sample tuition 
84 Orlando, ~· cit., p. 252. 
85Ibid., p. 77. 
86Ibid., pp. 91 and 174. Because it was a non-profit 
corporation-from 1878, surplus funds after operating costs 
were often distributed as scholarships. 
charges from the 1907-08 catalogue were: 
Piano 
Vocal, 
Theory, 
Languages, 
Diction 
Public Schl 
Music 
Fencing 
Elocution 
$15 to $50 
15 to 
$40 
10 to 
25 to 
45 
2587 40 
Lewis found that the faculty represented many 
European conservatories, among which were: Brussel~, 
88 Budapest, Moscow, Paris, and Leipzig. 
Curriculum and Degrees 
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In 1894, Winthrop s. Sterling secured the services of 
Arnold J. Gantvoort (1857-1937) as an instructor in piano, 
theory, instrumental pedagogy, and the teacher-training 
department of Public School Music. In 1901, Gantvoort was 
appointed Business Manager, and a strict business basis was 
the order for the next twenty years. Through his work on 
various committees of the Music Department of the NEA, and 
the MTNA, he became a national figure in music education 
circles. 
The curriculum expanded and advanced under him, even 
though his rule was authoritarian. The private lessons 
became the basis for applied music, and musicianship was 
87Ibid., p. 174. 
88Ibid., p. 188. 
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developed in the theoretical classes. As in the Cincinnati 
Conservatory, public recitals were given as final examina-
tions in applied music . 
In 1910, a Drama department was organized, and a 
children's drama section began to operate and produce a 
children's theater. In 1917, the first two Diplomas in 
Public School Music were issued, and in 1920, the Organ 
Department, one of the original subjects in the first building, 
offered Church Music, Choir Training, and Boy Choir Training. 
In 1922, the same factors which instigated the degree pro-
grams in the Cincinnati Conservatory, were also causing 
changes in the educational function of the College of Music. 
Certification and the growing need for some form of 
standardization in teaching credentials resulted in the 
Practice Teaching course in Public School Music, in 1922. 
In the next year, the College of Music of Cincinnati was 
given authority to grant degrees in musical areas; Bachelor 
and Master of Music degrees. At the close of the first year, 
three Bachelor of Music, and one Master of Music degrees were 
awarded. 
Affiliation with the University of Cincinnati 
The University of Cincinnati proposed to the College 
of Music, and to the Cincinnati Conservatory, a plan to 
grant degrees in education with majors in Public School 
Music. The programs were four-year Bachelor of Science 
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Degrees, with all the musical subjects being taken at either 
of the two music conservatories. This strengthened the 
existing two and three-year Public School Music Certificates, 
and provided more academic background for the future teachers. 
In 1924, the NASM was organized in Cincinnati, with 
the College of Music as one of the charter members. In 
accordance with the Association's constitution, the recom-
mendations for curriculum content have been followed by 
the College of Music. T.he Public School Music degree 
divisions were similar to the other NASM schools' curricu-
lums, and may be shown in the aggregate, as follows: 
Applied music and theory 
Education and Music Education 
Academic Subjects 
60 semester hours 
30 II II 
30 II II 
The degrees awarded from the University were two: 
a four-year Bachelor of Science in Public School Music, and 
with an additional year, the Bachelor of Education. The 
Master of Music degree, which was conferred by the College 
of Music, was available in Applied Music or in Composition. 
The Depression of 1929 
Following Fleischmann and Gantvoort, Nicholas Long-
worth became President of the Board of Trustees, and J. H. 
Thuman became Manager. In 1922 Longworth resigned, and after 
two more Presidents in two years• time, the title of Director 
was restored in 1925 and given to Adolph Hahn, a graduate 
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of the College of Music1 who had studied in Europe1 and 
had been appointed to the faculty in 1921. The office of 
Manager was abolished, which would have pleased Theodore 
Thomas, and the next period of expansion was halted by 
the Depression of 1929. 
In his five years as Director, Hahn had increased 
the enrollment from 480 in 1925, to 1325 in 1930. In the 
school year of 1927-28, a continuous series of concerts 
Was produced by the College of Music, to commemorate its 
50th anniversary. A new building was dedicated during the 
Celebrations, which housed the administrative offices and 
some music studios. 
Business conditions curtailed the student registra-
tion to 721 in 1931, and faculty salaries were reduced one-
fourth in keeping with a 24% drop in tuition income. 89 A 
possible solution was investigated by the Board of Trustees, 
when two proposals to merge with the Cincinnati Conservatory 
of Music were suggested. However, the plans failed at that 
time. 
After Hahn's ter.m as Director, Sidney Durst served 
from 1931 until 1934, and J. H. Thuman followed as Director, 
from 1934 to 1941. 
89
rbid., pp. 127-28. 
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Institutional Affiliations 
The Athenaeum of Ohio and the College of Music 
entered into a reciprocal agreement in 1935, which mutually 
allowed the exchange of credits for students in either school. 
In 1936, Xavier University and the College of Music concluded 
a similar arrangement, allowing credits for academic and 
musical courses for the Bachelor of Music at the College of 
Music, and for the Bachelor of Science degree at Xavier. 
The Teachers College ££ the University of Cincinnati 
accepted graduate credits which had been earned at the 
College of Music, towards the Master and Doctor of Education 
degrees. 
Gradual Restoration 
In the mid-thirties, the College of Music began to 
recover with slowly rising student enrollments: 1934, 365; 
and in 1935, 395. A Band was organized, and Radio Broad-
casting first appeared in course outlines in 1937. An 
Extension Department offering correspondence courses in 
harmony, counterpoint, orchestration, history of music, 
and musical form, started in 1935. Modern Dance, and Ballet 
were initiated in 1942, and Radio Studios, donated by Mrs. 
Helene Wurlitzer came into use at that time. 
Walter s. Schmidt was elected President of the Board 
of Trustees, and Martin G. Dumler, a College of Music graduate, 
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and a respected composer, became Vice-President. Schmidt 
became an active president, and revisions in policies 
. 
effecting faculty, finances and even the physical buildings, 
resulted in beneficial reorganization of the College of Music.9° 
Orlando found that one-third of the faculty were graduates of 
the school in 1942. 
Diplomas and De~rees 
In a summary of the Diplomas and Degrees from 1878 
until 1944, at the College of Music, the total figures are 
substantially less than corresponding totals for the 2011 
diplomas and degrees which were awarded at the Cincinnati 
Conservator of Music from 1886-1942.91 
College of music Diplomas granted from 1878-1944: 
Piano 228 
Voice 188 
Dramatic Art 152 
Other Instru-
ments and 
Public School 
Music 193 
7th 
These were two-year Diplomas, but a third year 
entitled the student to a post-graduate Diploma, which was 
awarded between 1921 and 1942 in the following categories: 
90~., p. 150. 
91Lewis, .£E.• cit., p. 436. 
Piano 20 
Voice 18 
Organ 11 
Violin 11 
Dramatic Art 6 
'Cello 1 
b7 
The compilation of Degrees which were conferred between 
1924 and 1944 showed the following: 
Bachelor of Music 228 
Bachelor of Science 85 
Master of Music 62 
375 
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The Bachelor of Science Degrees were from the University of 
Cincinnati, in Music Education. Of note again is the impor-
tance of the piano curriculum to students. This has been 
found in all of the other American conservatories in the 
present study. With the addition of 11 honorary degrees, 
the grand total for all diplomas and degrees which were 
granted by the Cincinnati College of Music in the period 
from 1878 to 1944, was 1,214. 92 
Merger in 1955 
Although the courses of the two major music schools 
of Cincinnati had been divergent at some periods of their 
histories, there were other times when the similarities 
were close enough to suggest a grand duplication of effort 
and objective by both institutions. 
92orlando, ~cit., pp. 238-241. 
470 
Consolidation with the Cincinnati Conservatory of 
Music had been considered several times by committees of 
both music schools since the 1890's. These have been 
referred to in the section of this study which reviewed the 
history of the Cincinnati Conservatory of Music. Finally, 
in 1955, the merger between the two schools was effected, 
and following a summary of the College of Music, the 
history of the College-Conservatory of Music of Cincinnati 
will be taken, from 1955 to the present. 
Summary of the College of Music 
The College of Music of Cincinnati was formed by a 
group of citizens, most of whom were successful businessmen, 
who were sincerely interested in the cultural life of the 
Queen City. Some of these men had been active in the 
organization and production of the May Festivals, which had 
grown from the earlier SMengerfests. The College of Music 
was a larger and more inclusive institution than the older 
rival school, the Cincinnati Conservatory. 
A famous conductor became its first Director, after 
the establishment of the College of Music which was made 
possible by the gifts of a philanthropist, and other citizens. 
Theodore Thomas' ideas, as Director, were not in agreement 
with the officials of the school. His conception of a music 
university, while ideal from an artistic consideration, 
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was impossible without unlimited endowments. Thomas 
resigned, but he retained directorship of the May Festivals. 
The College of Music coursed through a pattern which 
became common with most independent American conservatories. 
The vicissitudes of good times and depression were parti-
cularly telling on private music schools. Because tuition 
receipts were the .major source of revenue, the conserva-
tories' budgets undulated in the general business milieu. 
The College of Music secured outstanding faculty 
members, and provided a thorough musical education and 
atmosphere for its students. Recitals, concerts, visiting 
artists, and the growth of radio and television, offered 
many practical advantages for the music students, both as 
participants or as audience. 
While the early College of Music was deliberately 
styled after European conservatory systems, the institution 
progressed with changing educational needs, by inaugurating 
a Public School Music Department in the nineteenth century, 
which developed into a degree curriculum, in conjunction 
with the University of Cincinnati, in the twentieth century. 
Affiliations were concluded with other schools of higher 
education, and the College of Music was instrumental in 
founding the NASM. Bachelor and Master of Music degrees 
were conferred in 1924, and the change from a continental 
vocational school, to an American college in which music 
was the medium for a degree basis, was completed. 
• 
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Merger with its sister institution, the Cincinnati 
Conservatory of Music was accomplished in 1955, and the 
combined College-Conservatory of Music of Cincinnati, 
became a reality. 
The College-Conservatory of Music 
In the Spring of 1955, a historic merger was 
announced by a Joint Board of Trustees, which combined the 
Cincinnati Conservatory of Music, and the College of Music 
of Cincinnati, into a single institution, with the name of 
The College-Conservatory of Music of Cincinnati. 
The campus of the Cincinnati Conservatory was used 
by the new school, and a Communication Arts Building was 
fully equipped to service the student majors in the Bachelor 
of Fine Arts in Radio-Television Education curriculum. 
The school was administered by the combined Boards 
of Trustees, 22 members in all,93 and J. Laurence Willhide 
was appointed Dean in 1956.94 The affiliations with Xavier 
University were continued as before, and the joint degrees 
with the University of Cincinnati remained in use. The 
College-Conservatory became one of the responsibilities of the 
Cincinnati Institute of Fine Arts. 
9311Cincinnati Conservatory and College of Music Merge,'' 
Musical Courier, 151, 8, June 1955, p. 57. 
9411 New Dean for Cincinnati's College-Conservatory, 11 
Musical Courier, 153:35, March 15, 1956, p. 35. 
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In the 1961-62 Catalogue of the combined school, 
among 97 faculty members, were 10 in the Academic Studies 
Department: Educational Psychology, 2; Social Science, 1! 
English Composition and Literature, 2; Modern Languages, 3; 
History, 1; and Academic Studies, 1. 95 
The performing organizations include a College-
Conservatory Orchestra, a Symphonic Band, a Brass Ensemble, 
a Chorus of 150 voices, other vocal ensembles, and an Opera 
Workshop. The summer sessions have developed an intensive 
course for advanced high school musicians, along with 
regular conservatory offerings. The catalogue specified 
that College-Conservatory students 11are expected to attend 
the concerts of the Cincinnati Symphony Orchestra.rr96 
The Bachelor of Music degree with Piano Major required 
128 Semester hours, which were broadly divided this way: 
Applied Major (Piano) 
Applied Minor 
General or Theoretical 
Electives 
Academic Subjects 
The remaining musical 
subjects were in a 
Basic Curriculum 
95college-Conservatory of Music 
1961-62, pp. 10, and 12-22. --
96Ibid., p. 28. 
97 Ibid. I p. 37. 
32 
4 
18 
22 
75 
52 
128" 97 
of Cincinnati Bulletin, 
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The Bachelor of Fine Arts in Radio-Television Educa-~~~~-- -- --------------------~ 
tion was also a 128 hour, 4 year program, serviced by ten 
specialists in that department alone. The Bachelor of Science 
in Music Education, granted by the College of Education of 
the University of Cincinnati, remained the same as the 
program had been operating in both the music conservatories 
before their amalgamation. The Bachelor ~ Art~, with 
Music Major, which was conferred by McMicken College of Arts 
and Sciences of the University of Cincinnati, was a 124-134 
hour program which allowed credits in Harmony and History of 
Music, taken at the College-Conservatory, by its own 
students. 
The five-year double degree course remained intact, 
and in the Graduate Department of the College-Conservatory, 
the Master of Music degree could be achieved in Applied 
Music, in Composition, or in Musicology. The Master of 
Education degree was conferred by both the University of 
Cincinnati, and Xavier University, for music education majors.98 
In the Applied Division of the College-Conservatory, 
a carry-over from the original nineteenth century curriculum 
was found in the two-year Certificate. These were still 
being offered in Applied, in Church Music, and in Radio-
Television Education. The 60 semester hour minimum carried 
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20 hours of electives, and 16 of applied music. The cata-
logue substantiated its role as a specialized conservatory 
in explaining that: 
One of the purposes of the College-Conservatory 
of Music is to offer instruction to special students 
whose objectives do not lead to special degrees.99 
The immediate advantages of combining the two 
conservatories can be seen in studying the student registra-
tion figures of 1961-62: there were 500 full course pupils 
working for degrees, and 1200 special students, both children 
and adults were enrolled in the Preparatory and Adult Depart-
100 
ments . In this same year, the annual tuition for full-
course degree students was $1000 . 
Final Merger with the University of Cincinnati 
When the College of Music joined with the Cincinnati 
Conservatory of Music in 1955, it too came under the municipal 
responsibility of the Institute of Fine Arts. In close 
relations with the Universi~y of Cincinnati Teachers College, 
and later College of Education, since the first degree 
affiliations in 1922, the two music conservatories had been 
important considerations in the planning and curriculum 
studies of the University. 
99Ibid., p. 48. 
l0°Famous American Schools of Music, (Minneapolis: 
1962), p. 8. James M. E. Mixter was-President of the Board 
of Trustees. 
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In a more recent agreement with the McMicken College 
of Arts and Sciences, the combined College-Conservatory of 
Music again meshed common educational objectives with the 
University of Cincinnati. 
It was administratively possible to effect a final 
merger for the College-Conservatory of Cincinnati in 1962. 
This time, with the University of Cincinnati, as one of its 
colleges. In this move, two independent private institutions 
which merged under the aegis of a city cultural institute, 
were taken into a large municipal, public university. 
The inclusion into a University complex was smoothly 
accomplished, and the various programs of instruction 
continued as before. In 1963-64, the University of Cincinnati 
which was founded in 1819, making it the oldest municipal 
university in the United States, will change its system 
of academic terms, from the semester to the quarter basis. 
The quarter calendar will require three terms in 
the same time as the more traditional semester system, which 
divides the academic year in two halves. The Freshman "Program 
6" in music education, which leads to a Bachelor of Science 
degree from the College of Education reads as follows: 
Quarters 
Freshman Subjects 1st 2nd 3rd 
English 3 3 3 
Social Sciences 3 3 3 
Music Literature, Theory 
and Applied Music 12 12 12 101 m m m 
Total 54 Quarter Hours 
lOluniversity of Cincinnati Bulletin, College of 
The minimum number of quarter hours in this curriculum 
is 197. In the double-degree program, that is, for the 
Bachelor of Science in Education, and the Bachelor of 
Music degrees, 248 quarter hours are needed in the five 
years. 
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The College-Conservatory of Music ££ the University 
of Cincinnati has uniquely transmuted from two separate 
private music schools patterned after European models of 
the nineteenth century, into a College of Music of a Public 
University. As such, it is fulfilling the wishes of its 
individual founders, Clara Baur, Reuben Springer, and George 
Nichols, to stimulate the cultural life of Cincinnati, and 
to provide outstanding faculty members, and professional 
education for talented musicians. 
Conservatories Founded in the Nineteenth Century 
In Other Areas of the Nation 
The remaining section of this chapter will briefly 
mention other American conservatories which were established 
in the United States during the last part of the nineteenth 
century. 
In Chicago, which saw its first opera in 1850, and 
which heard its first oratorio in 1856, Florenz Ziegfeld, who 
Education, 1963-64, p. 34. For computation purposes, 1 
semester credit equals 3/2 Quarter Credits; and 1 Term 
Credit equals 2/3 Quarter Credits. 
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had been a student of the Leipzig Conservatory, opened his 
Chicago Musical Academy in 1867. The prosperous school, 
burned out in the Chicago Fire of 1871, was rebuilt by 
Ziegfeld, and called the Chicago Musical College. The 
incorporayed establishment grew steadily, so that by 1920, 
it had conferred 150 Bachelor of Music, and 100 Master of 
Music degrees. A faculty which included such names as Felix 
v v 
Borowski, Carl Kinsey and Sevcik, was certain to attract 
students with the talent of Revueltas. In 1954, the Chicago 
Musical College was absorbed into the young Roosevelt 
University School of Music, and it became known as the 
Chicago Musical College of Roosevelt University. 102 
The Chicago Conservatory of Music began instructing 
in music and drama in 1885. Samuel Kayzer, the founder 
modelled the school after European counterparts. The faculty 
has been successful in maintaining a high standard of musical 
excellence. Some of the artist-teachers through the years 
have been: William H. Sherwood, Leopold Godowsky, Frederick 
Grant Gleason, Calvin B. Cady, Arthur Dunham, and William 
ApMadoc. In 1959, there were over two hundred full-course 
students working for applied music or music education degrees. 
It has remained an independent-type, unendowed institution. 
102catalo~ue of the Chicago Musical College of Roosevelt 
University, 1962- 4, p. ~ The Conservatory of the-nh!cago 
Musical College contains the Preparatory and Adult Departments; 
it offers no degrees. The degrees at the Chicago Musical 
College are: B.M.; B.M.Ed.: M.M.; and M.M.Ed. 
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The American Conservatory of Music was founded in 
Chicago in 1886, by John J. Hattstaedt, who had studied 
at first-hand the various Conservatory systems of Europe. 
Clarence Dickinson, Adolf Weidig, w. s. B. Mathews, Amy 
Fay, and Karleton Hackett were among the early instructors. 
The school has grown into a degree-granting, independent, 
unendowed conservatory, with programs which follow the 
National Association of Schools of Music, The American 
Conservatory being one of the charter members. 
Hans Balatka's Academy of Musical Art, also established 
in Chicago, in 1879, was an important applied music school 
for about twenty years. Other music schools such as The 
National College of Music, the Chicago College of Vocal and 
Instrumental Art, and the Bush Conservatory £f Music, have 
ceased functioning for many reasons. The school may have 
been centered too much on the founding figure, the school 
could not compete with state-supported educational institu-
tions, especially those with active music education programs, 
or the school may not have kept pace with the growing 
differences between European and American concepts of higher 
musical education. 
Although Northwestern University in Evanston, Illinois, 
had opened a conservatory of music in 1873, it was completely 
changed by Peter c. Lutkin, beginning in 1891, from a typical 
conservatory of music, based on contemporary European models, 
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to a University College of Music. By 1895, it was function-
ing on a four-year degree basis, with a college balance 
between the practical and the theoretical courses. Lutkin's 
reasoning was clear when he said: 
While by no means deprecating the great work done 
by independent conservatories, it must be admitted that 
the lack of general culture among musicians is frequently 
a matter of reproach, and it would seem that the function 
~~i!h~a~~:r53sity School of Music is precisely to correct 
From 1898 until 1902, however, the Northwestern 
University School of Music was divided into two schools: 
the Theoretical School, and the Practical School. A one-
year Public School Music Course begun in 1905, was expanded 
to a full four-year program by 1928. In a comparative study 
with two other college Schools of Music, those at Oberlin, 
and Syracuse, Mook found that the Northwestern University 
School of Music closely approximated "the true university 
type of music institution."104 As such, it has gained fame 
to the present day. 
In Philadelphia, many music schools and conservatories 
opened after Trajetta•s Conservatorio. The National School 
of Music, organized in 1850, added a Conservatory in 1868. 
Reorganized in 1897, it completely abandoned the "class or 
103P. c. Lutkin, "The School of Music in the Univer-
sity," Music Teachers National Association Proceedings, 1906, 
p. 33. 
104 Mook, ~· cit., p. 5. 
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conservatory system" of applied music, even for beginners. 
The school, renamed the National Conservatory and College of 
Music, had some administrative connection with the National 
Conservatory of Music of Washington, D. c., and Mrs. Anna 
Stowell. Both organizations have ceased to exist. 105 
The Philadelphia Musical Academ¥, was founded by 
three Germans, John F. Himmelsbach, Rudolph Hennig, and 
106 Wenzel Kopta, in 1870. Hennig and Kopta left in 1873, 
and Himmelsbach returned to Germany in 1876. Richard Zeckwer, 
a graduate of the Leipzig Conservatory who had been teaching 
at the Philadelphia Musical Academy since his arrival in 
America in 1870, became the Director. The school was 
developed into a large enterprise on the scale of the Chicago 
Musical College, and the New England Conservatory. In 1915, 
Camille Zeckwer joined his father and two years later the 
school absorbed the Frederick E. Hahn Conservator¥• The 
Zeckwer-Hahn Philadelphia Musical Academy offered Bachelor 
and Master of Music degrees, in 1929, "which conform(ed) to 
the requirements laid down by the NASM,"107 for it was 
l05National Conservator¥ and College of Music (Catalogue), 
1902-03, Philadelphia, pp. 3, 13, and 20. The American Academy 
of Music, which opened in Philadelphia in 1857, was a concert hall. 
l06Mathews, ~· cit., p. 524, gave the opening ~ear as 
1869, while the Philaaelpnra Musical Academ¥ (Catalogue), 1992-
63, p. 4., contained a photograph of an aged cover page from the 
C ta.1ogue of 1884-85., which reads, "Seventeenth Year, rr thus 
making the first year 1867-68. 
l07zeckwer-Hahn .Philadelphia Musical Academy, 1929-30, 
p. 6. 
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chartered to grant these degrees in 1915. In 1942, Jani 
Szanto, of the Munich State Academy of Music, became Direc-
tor of the Philadelphia Musical Academy, upon the death of 
Hahn. The institution became a full member of the National 
Association of Schools of Music in 1961. 
In 1877, Richard C. Schirmer founded the Philadelphia 
Conservatory of Music which first offered earned degrees in 
1884. The school continued along the traditional lines of 
independent conservatories in the United States, and in 1962, 
it became fully affiliated with the Philadelphia Musical 
Academy. Maria Ezer.man Drake has been the Director since 
the date of combining the two schools. The Conservatory 
108 became the Preparatory school for the Musical Academy. 
The private, non-profit, independent Philadelphia Musical 
Academy offers Bachelor of Music degrees in the usual areas 
of applied music, composition, theory, and history and 
literature of music. The Bachelor of Music Education is 
available, and also a Bachelor of Music, with Dance Major, 
for the Philadelphia Dance Academy is also an affiliated 
school. The Master of Music degree can be secured only in 
applied, musicology, music theory and composition. 
Gilbert Reynolds Combs began his Combs Broad Street 
Conservatory in Philadelphia in 1885, with only male 
108Philadelphia Musical Academy (Catalogue), 1962-63, 
p. 6. 
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instructors. 109 The school registered thousands of students 
by the Fi.rst World War, and employed a faculty of 80, how-
ever of both sexes. Affiliations with the University of 
Pennsylvania were in effect for about 20 years, beginning 
in 1906, for the benefit of students of both schools. 110 
The Combs Conservatory of Music, offering the Bachelor and 
Master of Music, and the Bachelor of Music Education degrees, 
in 1963, was listed as the Combs College of Music and Ornstein 
School of Music, having combined with the school founded by the 
composer, Leo Ornstein. 
In 1899, two faculty members of the Philadelphia 
Musical Academy, Maurits Leefson and Gustav Hille opened 
111 
their own Conservatory, which existed but ten years. 
The Sternberg School of Music was directed by Constantin 
von Sternberg from 1890, until his death in 1924. The well-
known piano school closed in 1930, although three branches 
continued operations for some time after. 
The Cleveland Conservatory of Music, dating from 1871 
was made part of Western Reserve University in 1888, as its 
music department, but it was an affiliation which was dis-
continued some years later. Its co-directors Franklin 
109Mathews, 2£• cit., p. 705. 
110Rose Yont, '!be Value of Music in Education (Boston: 
Richard G. Badger, 1910); p. 120. 
111Robert A. Gerson, Music in Philadelphia (Philadelphia: 
Theodore Presser, 1940), p. 302. 
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Bassett and Charles Heydler operated the Conservatory for 
over 40 years . 
The Cleveland School of MusicJ which opened in 1884J 
was largely the creation of Alfred ArthurJ who had been a 
student of Eichberg at the Boston Conservatory of MusicJ 
and of B. F. Baker and George Howard at the Boston Music 
SchoolJ from which Arthur graduated in 1869 . Arthur founded 
and directed the Cleveland School of Music until his death 
in 1918 . 
The Detroit Conservatory of Music was directed by 
its founder Jacob H. Hahn from 1874 until 1902. Hahn had 
studied with Ziegfeld in ChicagoJ before three more years 
at Leipzig . The European conservatory tradition was 
strengthened by the second directorJ Francis Lodowick YorkJ 
himself a student of Guilmant in Paris . It has remained an 
independent school of music . 
In WarrenJ OhioJ William Henry Dana operated his 
Dana ' s Musical Institute from 1869 until 1916. He had 
studied at the Royal Academy of Music in LondonJ and with 
Haupt at Berlin . The school maintained a rigorous course 
of studyJ which included a thesis for each full-course student. 
In 1889J the four departmental titles reflected somewhat the 
status of music in the United States. They were: The 
Parlor Music DepartmentJ the Church Music DepartmentJ The 
Orchestral Music Department, and The Brass Band Music 
112 Department. 
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While many of the conservatories of music which were 
established in the United States were named for their 
founders or after their locations, some music schools drew 
particular attention to their continental constitution by 
their designations. St. Louis citizens formed a.Beethoven 
Conservatory in 1871, which developed into a respected 
piano school under the duo-pianists Abraham and Marcus 
Epstein. An Italian Conservatory was directed by Vincenzo 
de Vivo in San Francisco. 113 Keefer mentioned a St. Joseph's 
Maryland Academy and European Conservatory, 114 and the 
Heidelberg Conservatory in Tiffin, Ohio, in 1885 became an 
integral unit of Heidelberg College, which in 1850, followed 
Oberlin as an early coeducational institution.l15 
Other schools intimated by their names that foreign 
travel was unnecessary for a music education. In addition to 
Hattstaedt's American Conservatory in Chicago, already 
112Mathews, ~· cit., p. 529. 
113schiavo, ~· cit., p. 204. 
114 Keefer, ~· cit., pp. 202-03. 
115
catalogue of Heidelberg Colle~e, (Tiffin, Ohio), 
1962-64, p. 148. Tfie!Co!lege has been operating a voluntary 
Junior Year at the German University of Heidelberg, since 1946. 
Applied music was available in private or class instruction, 
(p. 160), although the total number of full-time four-year 
conservatory students in 1961-62 was only 51. (p. 218) 
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mentioned, there was an American Conservatory ££ Music in 
New York City, in 1872, which was directed by H. Schroeder; 
and another American Conservatory of Music in San Francisco, 
managed by Andrew Williams in 1876, advertised lessons on 
Piano, Violin, Vocal Music, and Harmony. 116 
Occasionally a concert-artist made plans to establish 
a conservatory of Music. Ole B. Bull the Norwegian violinist, 
acquired the management of the ~ York Academy of Music, in 
January of 1855. He attempted to organize the institution 
according to its original charter, which among other objec-
tives, was the right to maintain a school of music. Bull 
even offered $1000 for an original, American, grand opera, 
but because of 11 insuperable difficulties, 11 the school and 
the opera were little more than ambitions; the entire pro-
. 117 
Ject foundered in less than two months. 
Lillian Norton, 11 Nordica, 11 a famous graduate of the 
New England Conservatory of Music, had purchased a tract 
of land at Croton-on-the-Hudson, with the dream of organizing 
an American Institute 2£ Music. There was to have been an 
116
sherman & Hyde's Musical Review, 3, 1, January 
1876, San Francisco, p. 29, (unpaginated). Ibid., 4, 2, 
February 1877, p. 20, (unpaginated) mentions-one Signor D. 
Speranza, as Director of the Italian Musical Institute. 
ll7F.arwell and Darby, The Art of Music, IV; Music in 
.America, op. cit., pp. 130-3l.~rr-had also tried to found 
an academy-or music in Christiania, but little materialized 
except to demonstrate that such a school was needed. 
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opera house large enough to produce works in the manner of 
Bayreuthj and there was to be a music school, primarily 
vocal where talented youngsters could study with outstanding 
teachers . The plans progressed no further than the 
property sale . l 18 
On the West Coast , the oldest conservatory which 
is still in existence is the Los Angeles Conservatory, begun 
by Emily Valentine in 1883, and directed by women until 
recently. Following accreditation in 1948, it has been 
developing along the lines of other independent conserva-
tories, such as the Boston Conservatory of Music, and the 
Philadelphia Musical Academy. 119 
In religious music, the secular conservatories seemed 
not to be aware of the growing needs to thoroughly educate 
prospective church musicians . A few schools did establish 
Church Music Departments, among which were the Northwestern 
University School of Music, in 1896, and the New England 
Conservatory, in 1905. It was not until 1912 that the 
Trinity School for Church Music in New York, offered a 
118 George Thornton Edwards, Music and Musicians of 
Maine (Portland: The Southworth Press, 192E), p. 242. Also 
v . p. 192, Charles w. Shannon organized the Bangor Conser-
vatory of Music, in 1868, which is still functioning as the 
Northern-conservatory of Music (1963). 
ll9Vide Howard Swan, Music in the Southwest, 1825-
1950 (San Marino, California: The RUntington Library;-!g52), 
p:-284, who stated that Los Angeles had no first-class 
conservatory. 
'' three-year course of daily training in the liturgy and 
120 
music of the Episcopal church. 11 
Even before Pope Pius X's Motu Proprio of 1903, 
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the Second Council of Baltimore in 1866, strongly recommended 
that Gregorian Chant be taught in the parochial schools. 
The need for trained music teachers was felt in the German-
settled areas also, and the Catholic Normal School of the 
Holy Family, located at St. Francis, Wisconsin opened in 
1871. King Ludwig of Bavaria had donated 3000 gulden to 
its founding, and the faculty of six in 1873 were all 
Germans. Sir John Singenberger while director of the school, 
organized the American Caecilian Society, which held large 
Caecilienfeste. The Normal School closed in 1922, after 
graduating over 500 students in its half century. It was 
mostly a music conservatory, however, with a curriculum which 
contained a surprising balance of liberal arts subjects. 121 
According to Nemmers, the Catholic Normal School furnished 
the vast majority of church musicians to the parochial 
schools, during the last quarter of the nineteenth century, 
122 
especially in the mid-west areas. 
120Ellinwood, ~· cit., p. 145. 
121Nemmers, ~· cit., p. 174. 
122Ibid., p. 176. Later important schools of Catholic 
religious mus~c were not initiated until the twentieth century. 
The Pius X School of Liturgical Music of the College of the 
sacred'Heart was founded in New York City, in 1916, byM'Otfi'er 
Georgia Stevens; and Mrs. J. B. Ward, whose ~ Method of 
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In the nineteenth century, liberal arts colleges 
and universities, both public and private1 organized music 
schools and conservatories as integral units. Some of these 
grew into important music schools1 while others were 
abolished, as being outside the scope of liberal educational 
institutions. 
The State University of Iowa Normal Department 1 
employed a vocal teacher from 18601 and seven years later1 
the catalogue explained the advantages to be found in applied 
musical instruction at its State Normal Academy of Music at 
~ City. 123 International renown resulted from the work 
of Carl Seashore in the. Psychology of Music1 and Phillip 
Greeley Clapp in Composition1 in the twentieth century. 
Michigan's Normal Conservatory of Music was organized 
in 1881 under the State Board of Education1124 and Illinois 
College incorporated into its administration in 1903 a 
Conservatory of Music which had been operating since 18711 
under W. D. Sanders1 and I. B. Poznanski. 125 
teaching Gregorian Chant to children became widely known. 
In 19411 the Gregorian Institute of America1 formed by 
Clifford Bennett 1 while not a formal school 1 did present 
summer practicums and correspondence courses in the study 
of Gregorian Chant. 
123 Yont 1 ~· cit. 1 p. 166. 
124Earl Moore 1 et al.1 (Editors) 1 Music in Michigan's 
State Supported InstituC:rons of Higher Learning TAnn Arbor: 
J. w. Edwards 1 Inc.~ 1956), p:-1. 
125Farwell and Darby, ~· ~., p. 253. 
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Although the nineteenth centu~y conse~vato~ies of 
music had depended upon the female en~ollments fo~ thei~ 
sustinence, it was significant that three impo~tant p~ivate 
women's colleges, those of Vassa~, Smith and Mt. Holyoke, 
which had suppo~ted conservatories of music, abolished the 
specialized institutions in 1891 and placed theoretical 
music studies on the same par .with other departments of 
the campuses. 126 
But, the independent, unendowed, specialized, 
vocational, music school, was not exclusively the Ame~ican 
type in the nineteenth century. A few other conse~vatories 
attempted to infuse a collegiate b~eadth to the musical 
education, as Tburjee had conceived in his New England 
Conservatory. Such a school was the short-lived New Brunswick 
Conservator~ of Music, in New Jersey, which was opened in 
1872. The first catalogue, listing Leopold Damrosch as 
P~ofessor of Theory and Violin, along with twelve othe~ 
faculty members, showed three departments: Primary, Academic, 
and Collegiate. The Collegiate Department was the conserva-
to~y p~oper, for the P~imary and Academic divisions were to 
have been operated as feeder b~anches for the Collegiate 
126vincent Jones, Music Education in the College 
(Boston: c. c. Birchard and Co., 1949), p. 7; also v. pp. 
6-10 for lists of colleges and unive~sities, which established 
music departments. Ritter's department of music at Vassar 
had maintained a faculty of eight, until his death in 1891. 
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Department. The aim of the school was to liberally 
educate musicians, for: 
• • • the musician should be least of all men, 
one-sided; if anyone needs breadth and a developed127 sympathy with literature and with nature, he does. 
A four-year pursuit of studies in the Collegiate 
Department entitled the successful student tc both a 
Diploma and a Bachelor of Music degree. Upon gaining at 
least three years in pro~essional experience after the 
receipt of the Bachelor's degree, the student could have 
done post-graduate work for the receipt of the degree, 
Director of Music. The scope of the undertaking was 
undeniably expansive, and Damrosch included specific 
endowment needs in the catalogue. The total amounted to 
1~ million dollars, with which: 
• • • we could equip a Conservatory second to none 
in Europe, and we could see the future of this art 
in the United States laid upon the firmest 
foundation possible.l2~ 
The pall of 1873's rrBlack Friday 11 covered many 
worthwhile and grandiose plans, but even of those conserva-
tories which weathered the several financial crises of the 
late nineteenth and early twentieth centuries, many were 
eventually joined, by affiliation or completely by 
127New Brunswick Conservatory of Music, Catalogue 
of the Officers and Students (New Brun~ck, New Jersey: 
1873), p. 2. 
128 Ibid., pp. 22-23. 
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incorporation, into larger colleges with their complete 
academic facilities, and adequate libraries. The pressures 
of economic factors, poor endowments, and accreditation and 
certification requirements, have caused older conservatories 
and music schools, which were founded in the nineteenth 
century, to become administratively affiliated with, or 
incorporated into colleges and universities. 
The Birmingham Conservatory in Alabama formed in 
1895 by Benjamin Guckenberger, and which became associated 
with the William Sherwood Music School of Chicago, became 
affiliated with Birmingham-Southern College, a religious 
institution, in 1953. 
A school whose history paralleled that of the 
College-Conservatory of Music in Cincinnati, in many ways, 
was the Kansas City Conservatory of Music. · In 1883-4, a 
School of Music was opened under a Professor Schultze, 
whose teachers made periodic, pedagogic circuits of nearby 
towns. 129 A Kansas City Conservatorl of Music was operating 
in 1887, which had been formed by two women from Joplin, 
130 but it lasted for only one year. John A. Cowan, came 
to Kansas City after teaching in a private school of drama 
129Kansas City Star, April 14, 1940. 
130Kansas City Times, May 10, 1949, p. 6. There is 
old photograph, dated 1887, of this early forerunner, hanging 
in the Kansas City Conservatory of Music (1961). 
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in Boston, about 1900. He secured employment in the elo-
cution department of the Manual Training High School, and 
then made plans to establish a large music conservatory in 
Kansas City, on the same basis as the New England Conserva-
tory in Boston . l31 
Consequently, he announced the beginning of his 
Kansas City Conservatory of Music and Art, on September 10, 
1906. His idea was to attract the great numbers of music 
students who left the trade territory, for study in Chicago, 
New York, or Europe . The first faculty of 32 members, 
included teachers of Fine Arts, Elocution and Oratory, Opera 
and Dramatic Art, and Languages, plus the musical applied 
fields . 132 11 The majority of the head teachers" were compared 
with the best in the world, and their training in Berlin, 
Leipzig, Dresden and Paris was emphasized. A Public School 
Music Department was inaugurated from the first year, under 
Olive B. Wilson. Of interest is that each of the teachers had 
a separate fee schedule for lessons and classes. Apparently, 
all applied lessons were privately conducted. In the first 
few months , Cowan retained his positions with the Manual 
131Kansas City Journal, April 30., 1922. 
132/mnouncement of the Kansas C!ty Conservatorl of 
Music and Art., n.d., n. p., ~06 , p. • Although Edmuna 
DeVennie was the sole teacher of languages, he spoke 13, and 
he read and wrote in 17 additional ancient and modern 
languages. ( p. 11). 
Training High School, Loretto Academy, and the YMCA, in 
Order to pay the bills of the new Conservatory. 133 
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In 1915, Cowan donated the Kansas City Conservatory 
to the municipality, to be operated by a board of tnustees. 
The Conservatory was so organized, and Cowan was retained 
as a salaried President and Manager. 
In 1914, Charles Horner, who had been connected with 
Chautauqua, founded the Horner School of Fine Arts in Kansas 
City . In 1926, the two schools merged under the title, Kansas 
City-Horner Conservatory, and the enrollment that year reached 
2,257 students. Cowan left, and Horner directed the school 
until 1933 when he was called for work with Hugh Johnson's 
134 NRA in Washington . The Depression effected a complete 
reorganization; ~ Thompson, j author of innumerous graded 
piano books, became Director, and the school was renamed 
The Conservatory of Music of Kansas City. By 1936-37, the 
student registration rose to 1400 . In December of 1936, 
the National Association of Schools of Music favorably rated 
the Kansas City Conservatory ' s four-year degree programs, 
and the enrollment reached 1800 in 1938. John Thompson 
became director Emeritus in June, 1939, and Wiktor Labunski, 
who had studied under Wihtol and Glazounov at the St. 
l33Kansas City Journal, April 30, 1922. 
l34Personal Interview with E. Lyle Kennedy, Assistant 
to the Dean, August 21, 1961. 
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Petersburg Conservatory, was named Director. In 1938, the 
Master of Music degree was first offered. 135 The Conserva-
tory was recovering handily, but the faculty were teaching 
on a percentage basis in 1938. 136 
In 1946, the Conservatory was reported as 92% self-
supporting, and the non-profit civic institution was ably 
administered by the Board of Trustees, with P. c. Grover 
as President, and w. T. Grant as Chairman of the Board.l37 
The University of Kansas City, a private, independent 
institution, which organized for instruction in 1933, 
incorporated the Conservatory of Kansas City into its system 
in 1959. The school was again renamed as The Conservatory of 
Music of the University of Kansas City, and Archie Jones 
was named Dean of the Conservatory in 1960. The curriculums 
were revised, and along with the Bachelor and Master degrees, 
a Doctor of Musical Arts program was first outlined in 1960. 138 
Conservatories which .affiliated with, or which became 
integrated into colleges or unidersities, had followed a long 
hard road of continual economic anxiety, in most cases. 
Many schools did not survive the gauntlet, for decades of 
151-52. 
135Kansas City Star, October 12, 1938. 
136 Kansas City Times, March 24, 1938. 
l37Kansas City Star, January 6, 1946. 
l38university of Kansas City, Bulletin, 1961-63, pp. 
sharp competition and little endowment were overwhelming. 
In ~ ~ City, there was a long history of defunct 
conservatories, before the founding of the Institute of 
Musical Art. Admittedly, many of them were better closed, 
and some critics were quick to magnify their shortcomings. 
Hitchccwk 1 s Monthly commented on the great number of "conser-
vatories11 in New York, Brooklyn and in New Jersey. The 
class system of applied instruction was attacked as a "mere 
speculative enterprise," while the foreign conservatories 
in London, Paris and Leipsic were extolled, for "they are a 
national institution and have a national existence." (Sic)l39 
Twenty years later, W.S.B. Mathews was effectively editorial-
izing against the mediocrity of conservatory training, although 
he did concede that a conservatory's use was found in ensemble 
140 
and orchestral training. 
In 1875, a New York College of Music was planned on 
a vast scale. Some millionaire octogenarian was supposed to 
have pledged (somewhere) between one and five million dollars141 
to its construction. Land was plotted in Central Park, next 
l39Hitchcock's New Monthl~ Magazine (New York City), 
I, 7, April 1870, p. 100. 
140w. s. B. Mathews, "Private Teachers vs. Conserva-
tories: A Pedagogical Polemic," Music, VIII, September 1895, 
pp. 487-497. 
141Dry Bones, "Musical Matters in New York," Sherman 
& Hyde's Musical Review, II, 5, May, 1875, p. 23, c. 2. 
"{Unpag~nated). 
to the Museum of Art, for its location, and one of the 
attractive features of the College was: 
• • • a floral park where an artificial temperature 
may be maintained for singers, especially during 
the trying months of March and April ••• 142 
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This grand scheme did not crystallize, but the Grand 
Conservatory of Music, in .New York City, was directed by 
the founder, Ernst Eberhard, from 1874 until the First World 
War. From the beginning, Diplomas were granted upon the 
completion of full courses in the major instrument and the 
supplementary musical theoretical subjects. In 1884, the 
Conservatory was empowered to grant Bachelor, Master, and 
Doctor of Music degrees. While the doctorate was honorary, 
the other two degrees were earned according to theoretical 
and composition achievements, and not by the computation 
of semester hours. The Grand Conservatory had a brief 
rival in the ~ York Conservatory, which was to give 
student performances of grand opera in the Academ¥ ££ Music 
- 143 under Max Maretsek, c. 1875. 
Alexander Lambert, a Polish pianist, who had studied 
with Julius Epstein in Vienna, with Urban in Berlin, and 
14~New York College of Music," Orchestra (London), 
I, 12, July, 1875, pp. 374-75. 
143sher.man & Hyde's Musical Review (San Francisco), 
II, 4, April, 1875; p. 6, c. 2, (unpag~nated.) G. F. 
Bristow lectured to the students at the Grand Conservatory, 
on Orchestration. 
with Liszt in Weimar, directed the New York College of Music, 
which had been founded in 1878, not connected with the 
earlier project in Central Park. His leadership, extending 
from 1888-1905 developed an excellent European-styled 
conservatory, with such faculty members as Louis Oesterle, 
Henry Lambert , and Gustav Dannreuther. Karl Hein, who 
taught 'cello in the German Conservatory in New York, 
beginning in 1891, was joined by August Fraemcke, as 
directors . TOgether, these two Ger.mans from Hamburg, 
continued the work of Lambert at the New York College of 
Music . 
There was a Columbia Conservatory of Music in 
Brooklyn, in 1872; the previously mentioned Mason-Thomas 
Conservatory in New York, in 1873; and in 1880, the William 
G. Vogt Conservatory, whose director, Vogt, had studied at 
Stern's Conservatory in Berlin, was advertising in the music 
144 journals . 
Despite this apparent plethora of conservatories, 
music schools, and private teachers, there was still room 
for the type of institution that Hamerik was conducting in 
Baltimore, or Tburj6e in Boston, or Thomas in Cincinnati. 
In describing the new College of Music in Cincinnati, the 
Musical Review weekly of New York wrote: 
144 Musical Review (New York), II, 5, May 13, 1880; 
and Ibid., III, 9, December 9, 1880. 
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New York is in sore need of a Springer, and of a 
good Music Hall, with room enough for large and small 
concerts, and entirely independent of the piano manu-
facturers. There is need for a first class Conservatory, 
and the work which Mr. Thomas is vigorously doing in 
Cincinnati, it is to be hoped, may soon be done in this 
metropolis.l45 
Other schools were founded in the following years, 
and among the better conservatories were two which started 
in 1885. The Metropolitan Conservatory, and the National 
Conservatory, both in New York City. 
The Metropolitan Conservatory £!:. Music, organized 
by Herbert w. Greene, and one of his pupils, Charles B. 
Hawley. With Dudley Buck, Samuel Warren, and Clifford Smith, 
the school soon became a well-known vocal institution. The 
Conservatory combined with the Stern School of Languages, 
and also with the Dowd School of Physical Culture. In 1891, 
the Conservatory was incorporated with the title of the 
Metropolitan College of Music. In 1900, it was again 
reorganized into the American Institute of Applied Music, 
with Kate s. Chittenden, who had founded a Synthetic Piano 
~chool, in 1887, as the new Dean. Until 1918, the Institute 
enrolled about 350 students annually, most of whom were 
prospective teachers, for its emphasis was upon pedagogical 
method in applied music. 146 
145Musical Review, I, 6, November 20, 1879. 
146
"American Institute of Applied Music, 11 Grove's 
Dictionary of Music and Musicians, American Supplement, ~· 
cit., pp. 28!-85. 
500 
The second Music school which opened its doors in 
1885, was the National Conservatory of Music, an unusually 
influential institution upon American music. 
The National Conservatory of Music 
Mrs . Jeannette Thurber (nee Meyer), (1852-1946), a 
true patron of musical arts, launched two important cultural 
endeavors in New York City, during 1885. The two projects 
were part of a grand plan from which America would have been 
assured of a permanent Opera and a permanent School for 
Opera . 
The American Opera Company was incorporated with 
Andrew Carnegie as President of a board of 39 trustees . 
Mrs . Thurber was secretary and treasurer, and Theodore 
Thomas was contracted at $20,000 per annum, to direct the 
company. The attractive Prospectus, 147 at least on paper, 
enumerated many advantages . All operas were to be given in 
English, under Thomas and his Orchestra. The sets were to 
be designed and accomplished by the Associated Artists of 
New York; and 4000 new costumes were ordered. A large chorus 
and ballet corps was to support the productions. The American 
Opera Company was national i~ concept, for the New York head-
quarters was chosen for convenience. The entire troup was 
147v. Rose Fay Thomas, ~· cit., pp. 283-85. 
501 
to perform~ in affiliated cities, exact repeats of the New 
York seasons. 
Financial guarantors in the affiliated communities 
were to assure the permanence of the opera company. A 
Conservatory was also to have been formed, in New York, 
which would begin as an opera school, adding other divisions 
as it grew . The opening curtain on January 4, 1886 in 
the Academy of Music, in New York City, gave promise of a 
predictably successful future to the project. Indeed, 
Thomas played to full houses across the nation for almost 
two complete seasons, but the costs of continental touring, 
which should have been borne by the guarantors, caused 
financial disaster. The second season actually was given 
by a reorganized corporation, entitled ~ National Opera 
148 
Company, which was legally located in New Jersey. 
Thomas' company, with 20 native-born soloists 
(including the Boston bass, Myron Whitney) out of 29 stars, 
performed in English the following works: Gluck, "Orpheus 
and Eurydice," Gounod, "Faust," Mozart, "Magic Flute," Verdi, 
11Aida, 11 and Rubinstein, "Nero, " among others. 
If the American Opera Company failed, largely because 
the millionaires in distant American cities refused to 
finance an institution located in New York City, and the 
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New York philanthropists were little interested in subsi-
dizing an opera company and school which belonged equally 
149 to other cities, the school, which was almost a by-product 
of the larger plan, survived healthily. 
The National Conservatory of Music began as a vocal 
school, in support of its sister institution, the ill-fated 
American Opera Company. As a conservatory, it was initially 
fashioned after the vocal section of the Paris Conservatoire. 
The Belgian, Jacques Bouhy, a student of both the Liege and 
Paris Conservatories, was the first director of the National 
Conservatory, from 1885-1889. Romualdo Sapio conducted an 
opera class, and among the 40 faculty members of 1889, were 
three instructors of solfege . By the close of Bouhy's 
regime, other branches of study became prominent, and 
Rafael Joseffy headed the Piano Department from 1888-1906. 
From 1887 until 1892, Bruno Oscar Klein, educated in 
the Munich Conservatory, taught harmony, counterpoint and 
composition at the Conservatory. Henr~ T.heophilus F.inck, 
gave an annual series of lectures on the History of Music, 
which all students were required to attend. 150 There were 
classes in ensemble playing, stage deportment, fencing, 
diction, Italian, opera, and complete courses in theory and 
149rbid. , p. 281. 
150rrsomething About the .National Conservatory of 
Music of America," Harper's Weekly, XXXIV, No. 1773, December 
13, 1890, p. 969. 
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and the applied subjects. There was a Preparatory Course, 
a Concert and Oratorio Course, an Artist's Course, and an 
Amateur Course. Talented students received free tuition, 
and those who were charged fees, paid very meagre costs. 
Those who received scholarships, were expected to return 
donations to the Conservatory, upon their successful 
launching of careers. 
Mrs. Thurber had intended to establish branches 
of the National Conservatory in other large American cities 
11 just like the succursales of the Paris Conservatory, in 
Dijon, Lille, Lyons, Marseilles, Nantes, Rouen, and 
151 Toulouse." Advanced students from these subordinate 
schools were to have received their "finishing touches" 
at the National Conservatory in New York City. 
That Jeannette Thurber was thinking in terms of a 
national institution, was evident in her appeal to the 
United States Congress in 1888 for a grant of $200,000. 
Moreover, each member of both houses would have been able 
to appoint a deserving young and talented musician to the 
National Conservatory, on a scholarship basis. 152 Such a 
bill, if passed, would have placed the Conservatory on a 
151 Ibid., p. 970. 
l52Nicolas Slonimsky, "The Plush Era in American 
Concert Life," 100 Years of J.'Iusic in America (New York: 
G. Schirmer, 195IT, p. 11~ 
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plane similar to the United States Naval Academy, or the 
United States Military Academy, or the Bureau of Indian 
Affairs . As the sages predicted, ( 11We are not so esthetic 
as that 11 ) , 153 the measure was not approved. However, in 
1891, a bill incorporating the National Conservatory of 
Music was signed, and the Charter contained the names of 
Mrs . Thurber, W. G. Choate , Chauncey Depew, John Hay and 
others . Finck referred to this action as the first example 
by the Congress of something being accomplished in music's 
behalf . 154 
Antonin Dvo~~k as Director 
In 1892, the Czech composer Antonin Dvo~~k accepted 
an attractive offer from Mrs . Thurber to become Director of 
the National Conservatory of Music in New York. y / Dvorak 
arrived in New York on September 26, 1892 . He met the 
Conservatory faculty on October first , among whom were: 
James G. Huneker, Henry T. Finck, Max Spieker, and Adele 
Margulies . 
"'' ~lthough Dvorak was somewhat abashed by the newness 
153Ibid . , which is quoted from the Indianapolis 
Journal , February 25, 1888. 
l54Henry T. Finck, My Adventures in the Golden Age 
of Music (New York : Funk ana Wagnalls Co7;~6), p. 2757 
Also cf . Farwell and Darby Music in America, ~· cit ., p. 255, 
who stated that the official home of the National-rrQnservatory 
of Music was designated as Washington, D. c. 
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of the musical scene, and by a National Conservatory which 
had received only its title from the Government, he set 
immediately to build a remarkable directorship, which 
lasted for three years. Three times each week, he held a 
two-hour class in composition, and twice a week, he conducted 
the Conservatory Orchestra.l55 
Y l' 
D~orak had many students of composition, and he 
was in accord with Mrs. Thurber 1 s policy of granting full 
scholarships to Negro students. Henry Thacker Burleigh, 
and Will Marion Cook were both pupils of the Director in 
156 
composition. Many other important names in American 
music were found in his student lists. Some of these were: 
Harvey Worthington Loomis, Rubin Goldmark, Harry Rowe 
Shelley, William Arms Fisher, and Camille Zeckwer, the son 
of Richard Zeckwer, director of the Philadelphia Musical 
Academy. 
Faculty members included: Emmy Fursch-Madi, Samuel 
P. Warren, Victor Herbert, Anton Seidl, Frank Van Der Stucken, 
Leo Schultz, Leopold Lichtenberg, and Camilla Urso. The 
Directors of the National Conservatory, in addition to 
~I Bouhy and Dvorak, have been Emil Paur, and Vassily Safanov. 
l55Paul Stefan, Anton Dvo~ak (Trans. Y. w. Vance), 
New York: The Greystone Press, 1941), p. 198. 
156v. John Clapham, "The Evolution of Dvof~k 1 s Sym-
phony 1 From the New World, 111 Musical Quarterly, XLIV, 2, 
April 1958, p. 168. Burleigh sang spirituals to Dvor~k. 
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In 1913, Humperdinck was approached by Mrs. Thurber to 
direct the National Conservatory, while he was in New York 
City for the performance of his opera "K8nigskinder." 
Although the composer accepted, the Prussian Government 
would not release him from his Professorship at the Royal 
Academy of Music in Berlin. 
In the course of its thirty-year existence, the 
National Conservatory had been an important influence in 
American music, especially in the field of composition. In 
the course of these same thirty years, Mrs. Jeannette Thurber 
spent approximately one million dollars of her own funds, in 
addition to many other financial bequests which were received 
from patrons, trustees, and friends of the Conservatory. 
Hundreds of young American music students received a thorough 
musical education under expert musicians in all departments, 
at little or no cost to themselves. 
Such an undertaking was impossible to perpetuate 
indefinitely by one individual, or group of guarantors. With 
the institution's gradual demise after 1915, the question of 
establishing a real national conservatory, with federal funds 
kept reappearing on the horizon of musical discussions. 
The Question of a True National 
Conservatory of Music 
"I In 1895, Dvorak aired some of his views concerning 
music in America in a national magazine. He wondered why, 
in a land of opportunity and prosperity, in a land of 
patriotism and enthusiasm, that so little had been done 
for music . He reviewed the traditional attitudes about 
music in Europe, and he made a point of emphasizing the 
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government support. Financial aid was given in order to 
develop individuals with talent. 
There was a reaction to many of the things which 
Dvorak had stated . I~ss Claude M. Birardeau, editor of 
the New England Conservatory Quarterly, while conceding that 
the composer was referring to the scarcity of endowed 
musical institutions in the United States, nevertheless, 
continued with: 
• • • indeed, we do not think a single musical school 
in America is endowed in the way and to the extent 
that many in Europe are . Nor do we today believe 
that state aid is the method best suited to the 
American nation.l57 
In August of 1895, Edward Dickinson, professor at 
Oberlin, wrote an article stressing the superiority of a 
conservatory which was a department of music in a private 
liberal arts college . l58 In September, 1895, Mathews, editor 
of the magazine which published Dickinsons' article, saw an 
opport unity to disparage all conservatory training in both 
vatory 
Music, 
l57claude M. Girardeau~ Editorial, New England Conser-
Quarterl~, I, 5, May, 1~95, p. 90. 
l58Edward Dickinson, "The Uses of a Conservatory," 
VIII, August, 1895, pp . 366-373 . 
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public and private schools, in favor of the individual 
private teacher. 159 More articles followed, and the subject 
of public or privately supported musical education became 
submerged in polarities of class lessons vs. individual 
instruction, or in discussions concerning independent 
conservatories vs . college-affiliated music schools. 160 
In 1912, Frank Damrosch was lauding the conservatory 
as an educational institution . He was directing the 
Institute of Musical Art, which was fortunate in securing 
a sizeable initial endowment . Regarding state support, 
he said: 
••• In Europe, the State provides such institutions, 
as for example, the Paris, Brussels and Vienna 
Conservatories , The Royal High School of Music in 
Berlin, etc . These not only serve the purpose of 
educating talented young musicians, but they also 
set standards to which the private schools must 
conform in order to gompete successfully with the 
State institutions . l 1 
Isidor Philipp considered the establishment of a 
national conservatory in the United States on the lines of 
the French system, not to be possible!6~owever, the Music 
Teachers National Association established a joint Society 
l59New En~land Conservatort Quarterly, II, l, 
November, 1~, p. 3. And New Eng and Conservatory Quarterly, 
II, 2, February, 1896, pp. 22-23 . 
160w. s. B. Mathews, "Private Teacher vs. Conservatory" 
A Pedagogical Polemic," Music, VIII, September, 1895, pp . 487-497. 
l61Frank Heino Damrosch, "Arnericars Growth in Music 
Schools, 11 Musical Leader (Chicago), 24, 15, 1912, p. 24. 
l62Isidor Philipp, "The French National Conservatory 
of Music," Musical Quarterly, VI, 2, April, 1920, p. 225 . 
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for the Founding of a National Conservatory of Music, in 
1921, with the support of the National Federation of Music 
Clubs, and the MSNC, and a new bill was prepared for the 
national federal Congress. 163 Hamilton Fish asked the 
Government for land upon v;hich to construct a National 
Conservatory of Music, in 1928 and two years later, another 
New York Representative, Gahagan, submitted another bill to 
the national Congress, for the founding and support of a 
National Conservatory. Needless to recount, the Depression 
substantiated the legislative reticence on allocating public 
funds for something as un-American as a Government-supported 
music school, and the bills died. The Music Teachers National 
Association substituted a new title for its National 
Conservatory Bill Committee, and matters have remained 
stagnant since. 164 
Summary 
The latter section of this chapter has shown that 
many conservatories were founded in the United States in the 
163John Lawrence Erb, "Report of the Committee on 
a National Conservatory, 11 Proceedings, Music Teachers 
National Association, 21, 1926, p. 242, also v. '"Ibe National 
Conservatory Bill," Proceedings, 14th Annual Meeting, 1921, 
pp. 213-14. Also v. John Lawrence Erb, 11 The Movement for a 
National Conservatory of Music and for a Secretary of Fine 
Arts in the President's Cabinet. 11 Proceedings, Music Teachers 
National Association, 16, 1922, p. 31. 
164Frances E. Clark, "Report of Committee on National 
Conservatory," Proceedings, Music Teachers National Association, 
25, 1930, p. 253. 
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last third of the nineteenth century. However, few of them 
have survived as influential independent conservatories by 
mid-twentieth century. Some music schools have merged 
with or become affiliated with colleges and universities 
as practical solutions. 
Those conservatories in America which began in the 
last century as transplanted European music institutions, 
each school with its singular curriculum, have transformed 
into colleges of music with a generally common set of degree 
standards, as established and agreed upon by the 200 member 
institutions of the National Association of Schools of Music. 
The attempt to establish a convincing need for a 
government supported conservatory of music, despite the 
successful example of the heavily endowed, private, National 
Conservatory of Music in New York City, has failed. The 
growth in numbers and influence of the large public state 
university schools of music in many areas of the nation has 
undoubtedly diminished the pressure to found a true National 
Conservatory of Music . 
CHAPTER IX 
THREE MUSIC SCHOOLS OF THE TWENTIETH CENTURY 
This chapter will present the histories of three 
music educational institutions which were founded in th 
twentieth century, in the United States. 
Each of these schools has been highly influential 
in the musical world, and together, they represent, in addi-
tion to several of the older conservatories, the major 
institutions of music which have thoroughly educated musicians 
for the professional areas of performance, composition, teach-
ing, and research. 
THE INSTITUTE OF MUSICAL ART 
Frank Heino Damrosch (1859-1937), the eldest son of 
Leopold Damrosch, became the first director of The Institute 
of Musical Art, in New York City. While many music conserva-
tories had been founded in the United States, which eventually 
foundered, this new school was blessed with favorable circum-
stances from its conception. With the experience of a thorough 
musician and educator as its founder and director, it was 
planned along high professional lines, with a large initial 
endowment, in an ideal musical metropolis. 
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In May of 1903, Frank Damrosch met with James Loeb, 
Rudolph Schirmer, and Eliot Norton. Loeb offered $560,000 
as a lasting memorial to his mother Betty Loeb, to endow a 
conservatory. Damrosch resigned his position as Director 
of Music in the Public Schools of Manhattan and the Bronx, 
a position he had held since 1897, and sailed for Europe 
in the spring of 1904. His purpose was to study all facets 
of the conservatories, with the thought of retaining the 
best features for implementation in the new school in New 
York City. He investigated the conservatories in Paris, 
Brussels, Amsterdam, Berlin, Leipzig, Vienna, Stettin, 
Cologne, and London. 1 
Damrosch sent a report back to E.D. Adams, later to 
become one of the trustees, in September. The school had 
meanwhile been chartered as the School of Musical Art of the 
C~ty or New York, 'without degree-granting power 11 on June 27, 
1904. In his analysis of continental conservatories, Damrosch 
observed that most of the schools were trade schools, in that 
students were trained to become self-supporting musicians. 
He found that the curriculums varied among schools, among 
departments, and even among teachers in the same department. 
A broad plan was lacking in all of the schools, except in 
1Frank Damrosch, Institute of Musical Art (N.Y.: 
Privately Printed for the Juilliara-school of~sic, 1936), 
p 8. While the Russian Conservatories may have been omitted 
for practical travel reasons, Prague and Milan also were not 
visited. 
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the Royal College of Music, in London. 
Frank Damrosch questioned the faculty members in the 
European schools, and found that two-thirds of the institutions 
visited, held no faculty meetings for the discussion of any 
correlation of instruction, or other matters relative to the 
objectives of the conservatories. 2 A major point which dis-
turbed the American, was that no consideration was given to 
the objective of nurturing a broad musical culture among the 
people. To Damrosch, organ~zer of the People's Singing 
Classes, organizer of Symphony Concerts for Young People, and 
lecturer at the Cooper Union for 25 years, among his many other 
participations to spread the appreciation and culture of good 
music among the people, this was not reason enough to justify 
the establishment of another music conservatory. He included 
this principle lucidly in the same letter to Adams, in which 
he stated ! 
An American school of music must ••• supply, 
first of all, a thorough general musical education 
for the large number of persons who desire to study 
music for their enjoyment. This will tend to create 
the broad foundation of musical culture which is 
absolutely necessary in order to make effective the 
other and no less important function of the school, 
namely, to provide the highest class of instruction 
and training to those who are qualified to become 
professional musicians.3 
2 Ibid., p. 9. 
3rbid., pp. 9-10. Frank Damrosch received an honorary 
Mus. Doc. from Yale University in 1904 for his work in American 
music. 
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He reiterated these concepts to the Music Teachers 
National Association in the following year, when he said ••. 
In Europe, the conservatories devote themselves 
almost exclusively to the training of those who desire 
to become professional musicians. In America, the con-
servatory must aim to make the mass musical, in order 
to build its pyramid upon a broad foundation, upon which 
may th~n be built a structure that may pinnacle in the 
stars. 
In 1905, the year of opening, the name on the original 
charter had to be changed because of its similarity with an 
earlier school. Thus, the amended charter of June 28, 1905 
read, The Institute of Musical Art, of the City of New York.5 
As Jeanette Thurber"s National Conservatory had specified 
equality of admission practices, so James Loeb"s "Deed of 
Gift" read in part: 
(3) The School shall be open to students of both 
sexes · wi~h no discrimination because of creed, color, 
or race. 
Article VII of the By-Laws of the Institute of Musical 
Arts gave the Director complete responsibility for policies, 
curriculums, faculty, and in general, full administrative 
freedom. It is precisely the type of document which Theodore 
Thomas· had been unable to secure from the College of Music 
Trustees in Cincinnati, 25 years before. 
~rank Damrosch, "The American Conservatory, Its Aims 
and Possibilities," Proceedin~s, Music Teachers National 
Association, l, 1906, pp. 19- o. 
~oth charters hang in the Juilliard School of Music 
( 1963). 
6Damrosch, Institute of Musical Art, op. cit., p. 15. 
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Frank Damrosch made a second trip to Europe in 1905, 
in order to staff his music school with prominent teachers. 
He hired Sigismond Stojowski, Georg Henschel, Franz Kneisel, 
Percy Goetschius, and Alfred Giraudet. These names exempli-
fied the first essential element of a school of music, as it 
appeared in the opening announcement: 
Four things are essential to a school of music 
which has for its aim the uplifting of artistic 
standards: 1- Highest faculty, 2- Every student 
pursues an intelligent course of study, 3- Founders, 
Directors and Teachers must be beyond the sway of 
merely mercenary considerations, 4- A good environ-
ment, contact with high manifestations of the art. 7 
The Institute of Musical Art opened on October 11, 
1905, and among the opening addresses at a ceremony held on 
the 31st, Woodrow Wilson spoke. There were recitals by the 
Flonzalay and Kneisel Quartets, and by Mr. and Mrs. David 
Mannes. In the first year, 467 students were taught, of whom 
171 were pianists, and 145 were vocal pupils. There were 56 
faculty members, and 55 concerts and recitals helped to pro-
vide the "contact with high manifestations of the art."8 The 
Regular Course carried a three year minimum amount of study, 
but the Post Graduate Artist~'s Course was not defined. 
7Prospectus of the Institute of Musical Art of the 
City of New York, 19"05::UO, p. 6. ---
8 Catalogue, Institute of Musical Art, 1906-07, p. 6. 
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PUBLIC SCHOOL MUSIC 
In 1906-07, the Department of Public School Music 
was organized, and through the succeeding years, it published 
a separate catalogue. The faculty names listed in this 
special catalogue were: Thomas Tapper, Percy Goetschius, 
Vernetta Coleman, H. E. Krehbiel, Dean Balliet of New York 
University, and Professor Waldo s. Pratt of the Hartford 
Theological Seminary.9 
The Public School Music Supervisor's Course of two 
years was outlined in subject-matter as follows: 
Sight-reading, Ear-Training and Dictation, Elements 
of Music, Harmony, Pedagogy, Psychology, History of 
Education, Voice and Piano, Music History and Appreci- 10 
ation, Methods (course continued through the two years). 
There were also courses for Grade Teachers in the 
elementary schools "who wished to specialize to the extent 
demanded by their grades."11 In 1907-0S, one of the Entrance 
Examination requirements was piano l evel of at least 5th 
grade ability. In the summer of 1907, a two-week teachers 
course was conducted by Thomas Tapper, Hollis Dann, and 
9Institute of Musical Art, Department of Instruction 
in Public School MusiC, 1906-07, p. 3. 
10Ibid., p. 4. 
11Ibid. 
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12 
others. In 1909, the Supervisor's Course was lengthened 
to three years, the first two of which. were almost identical 
with the Vocal Major in the Department of Singing. The third 
year was devoted to school music subjects. A high school 
diploma or its equivalent was an entrance requirement to the 
course. 13 
The students in the Public School Music Department 
also heard b~-weekly lectures with featured speakers, as, 
Booker T. Washington, Horatio Parker, and Hollis Dann. This 
Department of the Institute of Musical Art was fully supported 
by the administration and trustees, and indications are that 
it was a particularly strong division of the conservatory. 
This appears strange in light of the anathematization of 
Music Education at Juilliard by mid-century, but Frank 
Damrosch, who had organized the Public School Music system 
in Denver in 1884, and in New York City in 1897, was the 
strongest champion of this department among all the succeeding 
directors of the school. 
INSTITUTE OF MUSICAL ART UNTIL 1926 
In March of 1907, an Auxiliary Society was created 
12 . Damrosch, op. cit., p. 78. 
13Institute of Musical Art, Department of Public 
School Music, 1909-ln; p. 5. Tne-piano entrance-require-
ments listed specific pieces, e.g. the Mozart Sonata in A 
(with Variations). (Ibid.) 
518 
whose purpose was to raise funds for scholarships. One year 
later, five such awards were made to students, and the Society 
increased its sole activity until it was disbanded in 1928. 14 
The academic year of 19o8 saw an increase in pupil 
registration to 585, and an enlarged faculty of 69 teachers. 
Two years later, a new building was dedicated, and 
Max Friedlaender, Berlin University Music Professor, spoke 
words of high praise for the conservatories of America, while 
noting that many of the teachers, conductors and directors, 
were Germans. 15 
Also in 1910, the United States Army inaugurated a 
unique program, whereby ten students each year were trained 
at the Institute of Musical Art, at Government expense. The 
course, featuring a thorough musical training for bandsmen 
and bandmasters, was repeated for eleven years, unti l 1921, 
when the Army established a school in Washington.l6 
Damrosch held a strong belief in the basic value of 
ear-training to all musicianship. It was the theoretical 
subject noted in all the curriculums through all the Institute 
14Damrosch, Institute of Musical Art, op. cit., pp.74, 
115, and 121. 
15Ibid., p. 144. For a description of the building 
with photographs, see The New York Architect, 4, 11, Nov. 1910, 
pp. 3-7. 
16Ibid., pp. 168-170. Also v. Catalogue, Institute of 
Musical Art, 1914-15, p. 8, where the Military Band Department 
was unde~rthur A. Clapp6. 
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of Musical Art catalogues, both regular, Public School Music, 
and Preparatory. In discussing an ideal music school, in 
1912, he listed four requirements for the 11fitting of amateurs," 
or for 11 the preparation of professionals." The prime position 
of ear-training was again emphasized: 
The Course must include a minimum of four subjects-
1. Ear-Training, 2. Theory, 3. History of Music and 
General Information, 4. Study of Instrument or Voice. 17 
Frank Damrosch had much experience as the conductor of 
various choruses and oratorio societies. In Denver earlier, 
and later in New York, New Jersey, Pennsylvania and in Connect~ 
cut. He had also been chorusmaster at the Metropolitan Opera 
from 1885 until the disastrous fire of 1891. The following 
special announcement, undoubtedly arranged by Damrosch, 
appeared first in the eighth Catalogue: 
The Metropolitan Opera Company has entered into 
an agreement with the Institute of Musical Art where-
by qualified students of the Operatic Department of 
the Institute, will be given opportunit~ to sing small 
parts at the Metropolitan Opera House. 
PREPARATORY PUPILS 
A limited number of Preparatory students were admitted 
to the Institute of Mysical Art in 1913, upon the approval of 
17Frank Heino Damrosch, "America's Growth in Music 
Schools, 11 Musical Leader, {Chicago), 24, 15, (1912), p. 24. 
18catalogue, Institute of Musical Art~ 1912~13, p. 16. 
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the Director. 19 Three years later, four Preparatory Centers 
were opened "to train children in piano, violin, and children's 
classes in singing and ear-training."20 By 1922, 26 centers 
were located in New York City, and new centers were established, 
upon the request of ten residents. 21 
In 1915, when the faculty numbered 77, a prize was 
given annually to a performance or composition major, which 
allowed a year of study on the continent, a type of Prix 
d'Europe. 22 
Following the First World War, in a plan similar to 
one in operation at the New England Conservatory of Music, 
the Federal B0 ard of Vocational Education enrolled 61 war 
veterans in various courses at the Institute of Musical Art, 
the summers of 1922-1924. 23 During the War, the Public School 
Music course was weakened somewhat, for it was shortened to 
two years, as it had first appeared. By 1924, Thomas Tapper 
and Elizabeth Blair had resigned, and George H. Gartlan and 
George Wedge reinstituted the three year course, ¥to prepare 
19catalogue, Institute of_ Musical Art, 1913-14, p. 10. 
20catalo~e, Institute of Musical Art, 1916-17, p. 11. 
Also of.Damrosc~ Institute_ of~usical Art, op • . cit., p. 184. 
2lcatalogue, Institute of Musical Art, 1922-23, p. 27. 
There was even a separate catalogue for the-Yreparatory Depart-
ment in this year. 
22Farwell and Darby, ~ cit., p. 259. 
23Damrosch, Institute of Musical Art, .~ cit., p. 188. 
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applicants for the New York State Certificate."24 
AFFILIATION WITH TEACHERS COLLEGE 
Students in Public School Music at the Institute of 
Musical Art could enroll in a special four-year program, in 
which the first two years were spent at the Institute, and 
the last two were taken at Teachers College of Columbia Uni-
versity. Upon successful completion, the Bachelor of Science 
degree was conferred. The reciprocal arrangement, agreed upon 
by both boards of trustees, benefited the Institute, in that 
it did not have ample facilities for the educational subjects; 
and it benefited the Teachers College, whose music program 
had not developed enough to offer as thorough a background as 
the Institute could provide. 25 
MERGER AND THE JUILLIARD FOUNDATION 
In 1925, after the dedication of a new annex to the 
Institute of Musical Art, discussions began in proposal of 
a possible administrative connection between the Institute 
and the Juilliard Foundation. By means of a legacy left by 
Augustus .~ Juilliard, in 1920, a Juilliard Foundation was 
24catalogue, Institute of Musical Art, Department of 
Public School Music, 1924-25, p-. 5. -
25Ibid., p. 7. 
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created which was authorized to use the i ncome from the 
capital, to further music in America. Subsequently, the 
Juilliard Graduate School began functioning in 1924. Agree-
ment was reached between the two schools on October 21st, 
1926, and under the name Juilliard School of Music, a sepa-
rate board of direc-tors from those of the Juilliard Foundation _. 
operated the two divisions of the school, the Institute of 
Musical Art, and the Juilliard Graduate School. 
JUILLIARD SCHOOL OF MUSIC 
In the first year of the new administrative arrange-
ment, 997 pupils enrolled in the Institute of Musical Art, 
and 186 in the Juilliard Graduate School. Frank Damrosch 
was designated Director Emeritus and John Erskine became 
?resident. Damrosch had been the sole Director of the 
Institute or Musical Art during its entire history before 
the merger. He had built an exceptional music school of 
the conservatory type, but modified with his own ideas on 
general musical education . He had consistently maintained 
an outstanding faculty, and provided a r i ch musical environ-
ment for the students. He had : • 
• . • laid this foundation • • as a rock upon 
which to rear the structure or future a~tists, 
teachers, composers, and music lovers.2° 
29namrosch, Institute of Musical Art, ~cit., p.219. 
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The new director Erskine continued the policies 
which were instituted by Damrosch. Leopol d Auer conducted 
violin criticism classes from 1926 until his death in 1930. 
In 1928, a movement was under foot to send 15 advanced stu-
dents abroad to do practical work with the Dresden Opera 
School in Germany, but final arrangements were unsatisfactory 
to both schools, and the plan was abandoned, even after 
Juilliard had accepted the invitation. 27 Erskine wrote 
against the type of college-conservatory which was installed 
to provide applied facilities for the liberal arts college: 
11 A conservatory ought to be first rate or it ought not to 
exist, and it can't be first rate unless it aims at pro-
fessional standards."28 In 1931, Erskine supplied the 
libretto for the world premiere of Louis Gruenberg"s opera 
11 Jack and the Beanstalk," The occasion was a series of 
three concerts in dedication to a new building for the 
Juilliard Graduate School, which opened October 8. The 
other two musical events were a Piano Recital by Rackmaninov; 
and Stokowski, conducting the combined Institute of Musical 
Art and Juilliard Graduate School orchestras. 
27John Erskine, Juilliard School of Music, Annual 
Report, 1928, p. 8. 
28John Erskine, "Music in the College Curriculum," 
Juilliard $chool of Music, February 12, 1931. 
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In 1932, The Baton, a monthly music magazine which 
had been published since 1922, was stopped. It had been a 
successful means of informing the alumni about the school, 
and in turn, the student body learned of the professional 
achievements of their predecessors. 
Although the Department of Public School Music con-
tinued to publish a separate catalogue through Erskine's 
regime, which ended in 1937 , no specific details were given 
in the regular Juilliard catalogues about the department. 
No mention was made of the degree which was available in 
the affiliation with Columbia University Teachers College. 
In the separately printed Department of Public School 
Music catalogue of 1931-32, the degree, which then read 
Bachelor of Music Education was explained, and reciprocal 
course-work was made available to Teachers College students 
who were "candidates for higher degrees" at the Institute. 29 
THe Department of Instruction in Public School Music special 
catalogue showed specific requirements for Piano majors, 
and for Voice, Violin, Orchestral Instruments, and for 
Theory Majors in 1932-33. In the following year, these 
special requirements were omitted, and a general four year 
course for all st~dents was shown.30 
29rnstitute of Musical Art of the Juilliard School 
of Music, Departmen~or PUb11c-scbool~slc, 1931-32, p. 5. 
3°Institute of Musical Art of the UUilliard School 
of Music, Department-or Instruc~n-rn-pijb1ic School Music, 
1'9"32-33, p. 12. - -
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In 1937, Ernest Hutcheson, who had taught at the 
Peabody Conservatory, and who had been Dean at Juilliard for 
twelve years, was named President, to succeed Erskine. In his 
eight-year term, he continued to build upon the basic policies 
of Damrosch and Erskine, in maintaining a professionally 
oriented school of high standards. The Public School Music 
Department, however, was still an adjunct to the school, and 
despite the numbers o.f returning veterans, its days were 
numbered. As the music department of the Teachers College of 
Columbia University developed into a major music educational 
force, the need for a music education department in the 
Juilliard School of Music, proportionately diminished. More-
over, both schools felt that the reciprocal arrangement, 
which had been beneficial to each institution when the pro-
gram was first inaugurated in the mid-twenties, was 
anomalistic and superfluous, in the forties. 
ADMINISTRATIVE CHANGES 
Ih 1945, Hutcheson was honored as President Emeritus, 
Oscar Wagner became Dean of the Juilliard Graduate School, 
George A. Wedge became Dean of the Institute of Musical Art, 
and after a short interregnum, William Schuman was named the 
new President. 
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PRESIDENT SCHUMAN 
One of Schuman's first acts was to effect the unifica-
tion of the musical condominium into one school, under one 
name, The Juilliard School of Music. The Music Education 
department continued to function for a few more years, but 
the last catalogue reference to it was a description of the 
five-year program which led to the Bachelor of Science in 
Music Education, in 1948. 31 
In 1947-48, a four-year curriculum in the theoretical 
. stu~y of music was begun at Juilliard, which has become well-
known under its title of The Literature and Materials of 
Music, or L & M. 32 The program presented a complete and 
unified study of music theory through the literature of music. 
itself, of the last five centuries. As such, there was no 
prescribed text, and there was flexibility on the teacher's 
part.33 Indeed, rather high quality instructors were needed . 
to fulfil the comprehensive presentation of the theory, 
history, and literature of music. A department was organized 
which included many composers and artists, among whom were: 
31Juilliard School of Music Catalogue, 1948-49, pp. 
41-2. 
32william Schuman, "On the Teaching of the Literature 
and Materials of Music," MQ, XXXIV, 2, April, 1948, pp.l55-168. 
33william Bergsma~ "L & M Revisited," The Juilliard 
Review, 2, 3, Fall, 1955, p. 31. 
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William Bergsma, Vittorio Giannini, Bernard Wagenaar, Peter 
Mennin, Vincent Persichetti, and Suzanne Bloch. The depart-
ment had as distinguished a roster as those of the various 
applied divisions.34 The L & M curriculum at Juilliard, 
while experimental no longer, is still being modified as its 
implementation progresses. It remains as a highly musical 
approach to the practical and theoretical knowledge of the 
art, which must be thoroughly assimilated by professional 
students. 
Under Schuman, the Ext ension and Preparatory Depart-
ments developed into large divisions of the School. The L & M 
courses were available in the Extension division, including a 
course with relationship between music and the dance, as its 
emphasis.35 
DIPLOMAS AND DEGREES 
A four-year Diploma Course is the basic undergraduate 
curriculum for all courses, diploma and degree.36 Diplomas 
may be pursued in Piano, Organ, Orchestral Instruments, Voice, 
Voice and Opera Theatre, Composition, Dance, Choral Conducting, 
34 . The Juilliard Report on Teaching t he Literature and 
Materials of Music (N.Y.: w. W . ~orton & Co~53), pp. 12 and 222. 
35Juilliard School of Music Catalo~e, 1963-64, p. 78. 
Also v. separate Juilliard SChool of Music reparatory Catalogue, 
1962-63, 11 pp. 
36rbid., p. 46. 
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and Orchestral Conducting. This basic course of 102t 
semester hours, becomes, with the addition of 48 hours of 
academic and humanities courses, the 5-year Bachelor of 
Science Degree curriculum. 
The basic diploma course, again, with the addition of 
30 semester hours of academic subjects, becomes the 4-year 
Bachelor of Music degree program, or the 4-year Bachelor of 
Fine Arts curriculum, with major in the Dance. 
In the Graduate fields, which require one or two years 
study, there is available a Post-Graduate Diploma in Music, 
of 26 hours. The Master of Science in Music, again builds 
upon the basic Post-graduate Diploma, by adding another 4 or 
6 hour course. There is no doctoral study at the Juilliard 
School of Music, and for the past few years, it has not 
sought membership in the NASM . 
. Juilliard exists to develop talent for professional 
use.37 Within this aim is contained the traditional concept 
that the study of music may be the "basis of a liberal 
education. n3S 
37cf. ncredentials for Teaching Music in the Schools, 11 
Chapter XXVI in Source Book II, Music Educators National 
Conference. Washington:-!9"557 Pp. 246-248. The results of 
15 usable replies to a Questionnaire sent to conservatories 
were reported. The summary ended with : 
It is evident that the private conservatory feels 
it must remain constant to its original purpose, which 
is to serve music as an art and to jealously safeguard 
professional and musical standards. 
38JU,i.lJ.:Lard School .2!. Music Catalogue, 1963-64, p. 14. 
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But Juilliard's future as an influence in American 
culture will undoubtedly surpass its past record of professional 
excellence, for as a constituent part of the Lincoln Center 
for the Performing Arts, in New York City, its role as the 
educational branch of the center, will offer unlimited possi-
bilities in affecting the national culture. 
PETER MENNIN 
When William Schuman was appo±nted President of the 
Lincoln Center in 1962, Peter Mennin, director of the Peabody 
Conservatory, and a former Juilliard faculty member, was named 
President of the Juilliard Music School. 
Although Juillia~ will not be housed in the Lincoln 
Center until 1966, plans are being drawn to add a Drama 
Division to the existing branches of Music and Dance. The 
School will then become an educational institution for all 
the performing arts.39 In so doing, the Music Division will 
' be somewhat smaller in size. 
In sununary, it has been shown that the Juilliard School 
of Music grew from two separate independent music institutions, 
one a conservatory-type school, and the other a full-
scholarship graduate music school. While both schools existed 
under one group of trustees, effective amalgamation was not 
achieved until after the Second World War. Music education, 
which had been important to the original founder of the 
----- -- - -
39Gid Waldrup, "The Juilliard Story,n Musical America, 
LXXXII, 9,September, 1962, p. 44. The entire issue was given 
to various articles concerning the Lincoln Center, q.v. 
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older school, the Institute of Musical Art, was gradually 
abandoned by the later Presidents. A unique method of organ-
izing the comprehensive study of music through its literature 
over a period of four academic years, has been successfully 
developed and used at Juilliard. 
The school's inclusion, from the beginning plans, 
as part of the Lincoln Center for the Performing Arts, a 
singular complex itself, has honored the Juilliard School of 
Music with the respect of the nation. 
Another influential school in American musical educa-
tion was established rather late in the history of conserva-
tories, but nevertheless it has become one of the most active. 
It is a school of music which was part of a university from 
its beginning. It is presented in this study as the type of 
university school of music, which began in twentieth century 
America. 
THE EASTMAN SCHOOL OF MUSIC 
When George Eastman proposed the establishment of a 
large school of music within the University of Rochester, in 
1918, President Rush Rhees of the University was completely 
receptive. Accordingly, Eastman purchased a small conserva-
tory named the Institute of Musical Art, which had been 
founded in 1913 by Alf Klingenberg and Herman Dossenbach. 
The Institute then affiliated with the University of 
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Rochester, and its regular four-year course led to a degree 
at the University, with the concurrent addition of the necessary 
academic subjects. 40 
In 1919, Eastman secured land in the center of 
Rochester, and donated 3t million dollars for the construction 
of two buildings, the School of Music, and the Eastman Theater. 
It had been Eastman"s original idea to build a large symphony 
orchestra, to be used in conjunction with the silent moving 
pictures, to be seen in the Eastman Theater. While this 
synthesis of the arts was superceded by the advent of the 
"Talkies" in 1928, the beneficial result for the School of 
Music, and for the City of Rochester, was the establishment 
of the Rochester Philharmonic Orchestra in 1923. Eastman 
gave another million dollars in 1920, and the first building 
opened in 1921. In 1923-24, Eastman had constructed a five-
story annex to the Eastman Theater; two years later three 
women\' s dormitories were erected for the Music School 
students; and in 1927, a ten-story annex was added to the 
Music School, which contained a gymnasium, a section for the 
Opera Department, classrooms, and 120 practice rooms. In all 
these philanthropic actions, and subsequent donations which 
were made to the School of Music until his death in 1932, 
40charles Riker, The Eastman School of Music, Its 
First Quarter Century {Rochester: UniversityiDf Rochester, 
1948), p • 15. 
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George Eastman expended twenty million dollars of his fortune. 
The Eastman School of Music was richly endowed 
from the outset, and coupled with its position as a unit of 
the University of Rochester, it possessed unsurpassed deve~ 
opmental possibilities. 
DEVELOPMENT - FACULTY AND CURRICULUM 
Alf Klingenberg was carried over as Director of the 
Eastman School of Music, for its first two years. Upon 
Klingenberg~: s retirement, Raymond Wilson was then named 
acting-director. In these first years, the Composition 
Department was headed by Sinding, from 1921-22, and by 
Palmgren, for the next four years. Among the opening faculty 
names were those of Joseph Bonnet, Samuel Belov, and Harold 
Gleason. 
A Bachelor of Music degree curriculum was inaugurated 
in the first year, and 45 students in the .Collegiate Depart-
ment enrolled in the program. The remaining 59 students in 
this department followed the Eastman School Certificate 
course. 41 The first catalogue offered instruction in the 
various instruments and voice, and in composition, history 
of music, theo~ and public school music. The relationship 
between the Rochester Public Schools, and the Public School 
41 8 Ibid., p. 1 . 
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Music Department of Eastman School of Music has been coopera-
tive and beneficial. Both Eastman and Rhees had been con-
cerned with improving the public school orchestras and bands, 42 
and George Eastman had earlier donated $15,000 in band and 
orchestral instruments to the Rochester school system. 43 
Besides the Collegiate Department, the second division 
of the Eastman School of Music in 1921, was the Preparatory 
and Special Department, which instructed 1,207 pupils. Many 
of these students, of elementary and secondary school age, 
had been registrants in the old school, the Institute of 
Musical Art. 
In 1924, at the suggestion of Albert Coates, the 
English conductor who had been guest director of the Rochester 
Philharmonic Orchestra, the young American composer Howard 
Hanson was offered the directorship of the Eastman School of 
Music. 
THE SECOND DIRECTOR 
Howard Hanson had graduated from the School of Music 
of Luther College in Nebraska. He studied at the Institute of 
Musical Art in New York City, under Friskin and Goetschius, 
and received the Diploma in 1915. A Bachelor of Music degree 
42Ibid., p. 49. 
43Birge, op • . cit., p. 188. 
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was next earned at Northwestern, and in 1916, he was appointed 
Theory Professor at the Conservatory of the College of the 
Pacific. Three years later, he was promoted to Dean, and 
in 1921, he became the first American to win the Prix de Rome. 
At the age of 29, when Hanson accepted the invitation to 
direct the Eastman School of Music, he had crowded much 
practical experience into a decade of musical activity. 
In Hansonas long term as Director, he developed the 
Eastman school from a European conservatory-type music school 
"which was seldom more than a collection of studios,"44 into 
a university school of music. The purposes of the School 
were three: to provide intensive professional training, to 
develope a thorough musicianship, and to produce a socially 
effective individual with a broad general education. 45 
A UNIVERSITY SCHOOL OF MUSIC 
In 1924, the Certificate Course, a four-year curri-
culum, contained only one academic requirement - French. 
Gradually, this carry-over from the old conservatory was 
retired from the offerings, and by 1930, there existed only 
the Collegiate curriculums. In its life of nine years, the 
Certificate was awarded to 84 students. 
44Riker, ~cit., p. 22. 
45 Riker, op. cit., p. 52, from Howard Hanson's Two 
Decades of Progress; ~. 
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In the degree programs, the academic subjects were 
taken on the main University campus, at the College of Arts 
and Science; or instructors from that University College 
came to the School of Music, to conduct the subjects. In 
the early years, these were: languages, English, and Com-
parative Literature. As enrollments increased, permanent 
instructors were assigned to the School of Music from the 
University, and the next step was the growth of the academic 
department in the Music School itself. Courses in modern 
languages, English, fine arts, psychology, acoustics, and 
aesthetics, were given by Eastman School of Music faculty 
members in the School of Music. 
In 1926, a Graduate Department, offered a major in 
composition leading to the Master of Arts in music, or to 
the Master of Music degree. Other concentrations soon 
followed in musicology, theory, and music . education. The 
theory and composition departments and offerings have been 
major attractions to students throughout the world. From 
the beginning of his directorship, Hanson continually has 
championed the cause of the young American composer. In 
1925 an American Composers' Concert, which consisted of 
selected works of new music by Copland, Q. Porter, George 
McKay and others, was performed by Hanson and 65 players of 
the Rochester Philharmonic. Five years later, the First 
Festival of American Music was held at Eastman which grew 
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into an annual tradition.46 
The Eastman School of Music has encouraged creative 
work in the graduate programs of composition, in place of 
the usual dissertations. In keeping with the emphasis on 
musical composition, the Theory Department was gradually 
advanced into one of the strongest in the School. 
Among other performing groups, Hanson organized the 
Eastman School Choir on the structure of the earlier Festival 
Chorus, which sang under Gariessen in 1923. Palmgren 11 s 
Eastman School Orchestra of 28 students was augmented to a 
full symphonic group by 1924, under Samuel Belov. It was 
found necessary to form a second orchestra in the early 
thirties, and by 1946, Eastman School of Music had three 
symphony orchestras. In 1931, the NBC radio network featured 
a weekly series of broadcasts by the Eastman School Orchestra. 
Complementary to, but yet distinctive, was the high interest 
in chamber music throughout the history of the school. In 
1941, Luigi Silva was appointed Instructor of Chamber Music, 
and numerous chamber compositions have been edited, published, 
and recorded by the Eastman School. The orchestral faculty 
of 8 in 1921, had grown to 32 teachers in 1947. 
In opera, the Eastman School benefited from the 
association of the American Opera Company, which was conceived 
46Howard Hanson, "Cultivating a Climate for Creativity," 
MENC Journal, 46, 6, 1960, p. 28. 
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in 1923. Again with George Eastman's financial backing, 
the Company was formed in Rochester, and it was stocked with 
successful scholarship candidates. The Eastman Catalogue of 
1923-24 mentioned 12 recipients in that year, and 16 in the 
following year. 47 Auditions were held in several distant 
cities, as far as New Orleans, and Vladimir Rosing became the 
head of the opera company. The American Opera Company pro-
duced most of its works in English, and one of the stipula-
tions of the opera scholarships was American birth or 
citizenship. The company, which successfully toured until 
its demise in 1930, was in effect, the opera department of 
the Eastman School of Music, and many famous faculty members 
were attracted to Eastman through association with the private 
entenprise. Among these should be mentioned Nicolas Slonimsky, 
Emmanuel Balaban, Rouben Mamoulian, and Guy Fraser Harrison. 
The construction of the Eastman Theater in the original 
buildings resulted in another artistic affiliation for the 
Eastman School of Music. The School of Music began a School 
of Dramatic Action in 1925, and ballet instruction was given 
shortly after. 
While many of these activities, departments, and 
curriculums have been present in the entities of other con-
servatories or schools of music, both independent and 
47Riker, op. cit., p. 33. 
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affiliated, Hanson capped these achievements at Eastman with 
an extensive publishing and recording program, chiefly of 
American works.48 The publishing program was subsidized by 
the Eastman School of Music, in conjunction with Carl 
Fischer, Inc., of New York City. Twenty-three composers' 
works were published, beginning in 1926-27, among which were: 
Quincy Porter's Ukrainian Suite, Hanson's first five symphonies, 
Randall Thompson's 1st and 2nd Symphonies, and George Chadwick' 
Overture to Rip Van Winkle. 
In other areas of a music school, Eastman has follo~ed 
the pattern established by earlier institutions. A Concert 
Bureau was operating in the school in 1922, and a Placement 
Bureau has processed hundreds of positions for alumnists. The 
Sibley Music Library, which had already existed in the 
University of Rochester, when the Eastman School of Music was 
opened, was housed in the School of Music, and thence in its 
own building in 1938. 
CONTINUED DEVELOPMENT AND INFLUENCE 
In the next three decades following its tenth anni-
versary in 1931, the Eastman School of Music has continued to 
develop into a major music educational institution of inter-
national renown. 
4~merican works" have included compositions by any 
musician of the Western Hemisphere, e.g., Alberto Ginastera's 
overture, "The Creole Faust," which has been recorded by Mercury. 
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The Eastman Symphonic Band was first organized in 
1934 by Frederick Fennell, and it has recorded special albums 
featuring music of the Revolutionary and Civil Wars. The 
scope of the Conducting Classes, which were first held by 
Albert Coates in 1924, and Eugene Goossens in the following 
year, have been expanded into the practical areas of student 
conducting of the many ensemble groups, both large and small 
at Eastman. 
In 1939, the RCA Victor Recording Company began press-
ing an important series of albums, which were performed by 
the Eastman-Rochester Symphony Orchestra, with Hanson con-
ducting. Eighteen American composers' works were commercially 
sold on "Red-Seal" records before the unique project was 
stopped by the invincible combination of a musicians' strike 
against the recording companies, and the war conditions with 
resultant material shortages. Since the end of the Second 
World War, over 150 additional Eastman recordings have been 
made available to the public. 49 
In 1947, an Opera Workshop was instituted when Leonard 
Treash became Dramatic Director. The techniques of the work-
shop require complete student participation and production 
in a truly integrated course. Again, as in the earlier 
49For a complete list of all the recordings, vide 
Bulletin, University of Rochester, Eastman School of Music, 
1963-64, pp. 34-38. Tne majority of these have bean recorded 
and distributed by Mercury Records, Inc. 
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American Opera Company of the twenties, opera in English 
has been a characteristic of the Workshop at Eastman. 
The small Public School Music Department of 1921, 
has grown with the School of Music, and eight faculty members 
instructed Music Education majors in 1963, of whom 5 are also 
members of the music department of the Rochester Pqblic Schools. 
A cooperative observation and practice-teaching program in all 
of the grades, both elementary and secondary, has been in 
operation between the Rochester Public Schools and the 
Eastman School of Music, since the latterts opening in 1921. 
PREPARATORY AND SPECIAL DEPARTMENT 
While the Certificate Course was abandoned in 1930, 
Eastman offered Diplomas in the Preparatory Department. The 
original division of the School in 1921 consisted of a 
Preparatory and Special Department, and a Collegiate Depart-
ment. Basically the same administrative arrangement has been 
maintained, so that the Eastman Preparatory Department is 
similar tn position to the. Philadelphia Conservatory, and its 
status as an integral unit of the Philadelphia Musical Academy. 
An unusual affiliation of the Eastman School of Music 
has been maintained with the David Hochstein Memorial Music 
School in Rochester. This settlement music school was 
opened in 1920 by means of donations, and the efforts of 
Mrs. Alf Klingenberg, and Harold Gleason who had been 
director of the Boston Music School Settlement.5° 
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The school 
was founded to provide music instruction for children of 
low-income families, and to provide practice teaching facili-
ties for advanced students of the Eastman School of Music 
in the applied fields, and in small group activities which 
are usually found in this type of music school. The Hochstein 
Music School enrolls about 300 students annually, and a 
faculty of 30 contains some student teachers from Eastman. 
The director of the Hochstein Music School is always appointed 
from the Eastman School of Music faculty, and the Eastman 
School underwrites part of the settlement school costs each 
year. The student teachers from Eastman receive a salary 
from the Hochstein School. The four directors of the David 
Hochstein Memorial ' Music School have been: Harold Gleason, 
Samuel Belov, Emanuel Balaban, and Charles Riker. That the 
settlement school was important in the educational thinking 
of the administration of the Eastman School of Music has been 
apparent in the calibre of faculty member chosen to direct 
the affiliated institution. 
Although a large school must, of necessity, be a 
conservative institution, it is noteworthy that the Eastman 
School of Music has been progressive in its philosophy. For 
example, when Carl Emil Seashore was developing his famous 
5°Riker, op. cit., p. 50. 
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batteries of psychological tests of musical talent, Eastman 
provided the testing opportunity for validation. For many 
years after, the Seashore Tests, administered under William 
S. Larson, remained as part of Eastman School of Music's 
entrance tests. 
HANSON'S THEORY OF EDUCATION 
In 1946, while speaking to an Eastman School convoca-
tion, Howard Hanson, the Director, first revealed his 
"centripetal 11 theory of .education. In it may be found the 
positive philosophy of a university-type school of music in 
the United States of the twentieth century. Hanson explained 
his "centripetal theory of education" as one 
• . • where the major interest and talent of the 
student in one field draws to its center an interest 
in other fields on its periphery, the radius of the 
circle being directly proportional to the depth and 
strength of interest existing at that center. 
I am acquainted with the theory that a musician who 
is deeply interested in music becomes so absorbed 
that he loses interest in all else. This I do not 
believe, but rather its opposite . • • a deep immersion 
in the art cannot leave one a! tisfied until he has 
explored it in its entirety. ' 
The narrowness of musicians, the chronic cry of the 
centuries, has been partly dissipated by the educational 
philosophies of such institutions as the Eastman School of 
Music. This specialized school is more than the usual 
51Riker, op. cit., p. 55. Also cf. Eastman School of 
Music Catalogue, ~3~ pp. 19-20. 
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nineteenth century conservatory in Europe, or in the 
Western Hemisphere. Moreover, its program is more inclusive 
than many twentieth century music schools in the United States. 
The Eastman School's position in the University of Rochester 
cannot be overlooked, with all the accompanying advantages 
which such an arrangement brings, but too, Eastman offers 
the academic background intramurally to its students. In 1963, 
the following courses were available in the School of Music: 
Comparative Literature, English, Fine Arts, French, German, 
Italian, Philosophy, Psychology, Education and Physical 
Education. 
This same series of courses, and more, can be found 
in such independent schools as the New England Conservatory 
of Music, but there are reciprocal advantages in the university 
music school of the stature of Eastman, which are lacking in 
the best of the smaller schools. Not only has the Eastman 
School of Music enriched the University by its world-famous 
activities, but the University of Rochester has provided 
countless courses of study in its several colleges for the 
students of the Music School. The financial matters of the 
School of Music, are those of the University at large, and 
the degrees from Eastman are University of Rochester degrees. 
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DEGREES AT EASTMAN SCHOOL OF MUSIC 
In the Collegiate Department of Eastman, the under-
graduate degrees for the Bachelor of Music degree are similar 
in content to those of other schools which are institutional 
members of the NASM. The Piano Major for the Bachelor of 
Music degree at Eastman requires from 128-131 semester hours. 
Of these, 48 are specified for Piano, and 30-32 in Academic 
subjects.52 
Beginning with the academic year of 1957-58, a 
special combination course in the Bachelor of Music degree, 
with applied major, allowed the student to complete the State 
requirements for a teacher's certificate. Other combination 
courses were instituted, such as: applied music and theory, 
and applied music and history of music. 53 Similarly, in 1959, 
a program of studies was outlined for a Bachelor of Music 
degree with a minor in the Humanities. In this, the student 
was expected to elect from 40 to 60 semester hours in the 
52Eastman School of Music Catalogue, 1963-64, p. 67. 
While the number of credit hours allowed for applied music is 
high, it is in keeping with the famous "minority report" which 
was included in Ra~pall Thompson's College Music,~ cit., in 
1935. The minority of three, headed by Howard Hanson,-rieorded 
their view that the practice of musical performance was an 
integral part of the study of music itself. As such, the 
crediting of courses in Applied Music was justified. (Ibid., 
p. 279). . 
53Ibid., p. 74. 
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humanities. At the same time, this student had to complete 
all the requirements in his major field in music. 
As the requirements upon the music student tend to 
increase, and as the necessary musical training tends to 
become more comprehensive, as in the L & M program at the 
Juilliard School of Music, the bursting four academic years 
demand more time. Quincy Porter's survey on the feasability 
of a six-year combination Bachelor of Music and Bachelor of 
Arts degrees program showed a healthy balance among the 
three areas of applied music, musical subjects, and academic 
subjects.54 In truth, what is required of the well-rounded 
musician, is a double education. Leepold Mannes recognized 
the necessity for a five-year degree course for colleges of 
music, and he reiterated the need for developing in the music 
student the realization that his major subject, music, was 
part of the entire environmental, cultural surroundings.55 
In the Graduate Division, Eastman has enlarged its 
offerings through the years. A Performer's Certificate may 
be awarded simultaneously with the Bach~lor degree, or sub-
sequently. The Artist's Diploma requires two years of study 
beyond the Performer's Certificate.56 
54McGrath and Wager, op. cit., pp. 173-74. 
55Leopold Mannes, "Changing Patterns in Music Education," 
Musical America, LXXIX, 3, February 1959, p. 19. 
56Eastrnan School of Music Catalogue, 1963-64, p. 76. 
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The Division of Graduate Research Studies of the 
Eastman School of Music administers the Master of Arts and 
Doctor of Philosophy degrees programs. The Master of Arts 
may be pursued in music education, musicology, and theory. 
The Doctor of Philosophy offers concentrations in composition, 
music education, musicology or theory. Under the Division of 
Graduate Professional Studies are placed the degrees of Master 
of M~s ic, and Doctor of Musical Arts. The Master of Music 
degree may be earned in applied, music literature, composition, 
music education, or church music. The Doctor of Musical Arts 
degree is offered in the fields of performance and pedagogy, 
composition, church music, and music education. The D.M.A. 
carries no language requirement, and allows a seven year 
time limit from matriculation. 
THE EASTMAN PLAN OF 1956 
When Eastman began a project of admitting a small 
number of high school music students to attend classes during 
the summer sessions at Eastman School of MUsic, the modest 
movement was tagged as an "accelerated program," and as the 
Eastman Plan. Hanson spoke to the National Association of 
Schools of Music meeting in 1956, and in explaining the pro-
gram, he mentioned other changes which the School of Music 
was achieving. In the direction of improving musicianship, 
he told of Allan McHose's Aural Clinic, which actually began 
547 
earlier, in 1952. The Collegium Musicum was another practical 
technique initiated at Eastman at this time, for the develop-
ment of musicianship through live participation in authentic 
performance. An approach to the theory of tone relationship 
was briefly explained by Hanson, which was just being unfolded 
at Eastman . His first suggestion recommended a wider use of 
the materials of the twentieth century for furthering the 
cause of contemporary music, especially. Hanson reviewed the 
accomplishments of the Eastman School of Music in recordings, 
publishing of musical scores, publishing of books on music, 
radio broadcasts, and television educational films which 
were produced with the aid of a grant from the Ford Founda-
tion. This was the Eastman Plan, which had interested the 
entire National Association of Schools of Music.57 
EASTMAN'S GROWTH 
The number of students at the Eastman School of Music 
is considerably larger than the 104 degree and certificate 
enrollees of the opening year in 1921. However, a constant 
figure of 500, which was considered a "normal limit,n58 has 
actually fixed itself at better than 600, since the close of 
57Howard Hanson, "The Eastman Plan and Other Matters," 
The Bulletin of the NASM, 42, January, 1957, pp. 5-8. 
58 4 Riker, op. cit., p. 5. 
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the Second World war. The following Figures, which represent 
the total number of full-course registrants, show this trend: 
YEAR 
1938 
1946 
1959 
1962 
NUMBER OF 
FULL-COURSE STUDENTS 
518 
648 
611 59 
639 
The Preparatory and Special Student Department has 
consistently instructed an average of 1200 students, as the 
chart below shows: 
YEAR 
1921 
1946 
1959 
1962 
PREPARATORY AND 
SPECIAL STUDENTS 
1,207 
1,249 
1,177 
1,197 
Eastman's influence has been growing steadily under 
Hanson, in the espousal of the cause for American music and 
American composers. Through the concerts, festivals, and 
American Music Students Symposia, Hanson has made the Eastman 
School of Music a leading center of American Music. 60 Howard 
has praised Hanson's encouragement of new talent in the field 
of composition, 61 and Hanson has brought fame to the University 
59Bulletin, University of Rochester, Eastman School 
of Music, 1963-64, p. 142. --
60Gilbert Chase, America's Music from the Pil~rims to 
the Present (New York: Mc'Graw-Hill Book Co., Inc:-, 19 5), p:-5"51. 
61John Tasker Howard, Our American Music, 3rd Edition, 
(New York: Thomas Y. Crowell, 1951), p. 454. 
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and to the School of Music, not only through his own musical 
compositions, but by the many honors which he has received. 
Hanson has been president of the National Association of 
Schools of Music, the Music Teachers National Association, 
and the National Music Council. He has served as chairman 
of important committees in these organizations, and has 
served as music advisor for the federal Department of State. 
Hanson has also received 19 honorary degrees from other 
colleges, schools of music, conservatories, and universities. 
The Eastman School of Music has been part of a uni-
versity since its birth, but because of its separate endowment, 
it has been able to secure a faculty second to none in schools 
o~ its type. Through the years, the names of Wayne Barlow, 
Allen Irvine McHose, Gustave Soderlund, Harold Gleason, Sandor 
Vas, Arthur Kraft, John Mariano, Paul White, William Larson, 
Howard Hinga, Charles Riker, Ernst Bacon, Emanuel Balaban, 
Ernest Bloch, Albert Coates, Eugene Goossens, Guy Fraser 
Harrison, Anna Kaskas, Otto Luening, Vladimir Resnikov, 
Vladimir Rosing, Selim Palmgren, Christian Sinding, Nicolas 
Slonimsky, Melville Smith, Ella Mason Ahearn, Peter w. Dykema, 
Leonard Ellinwood, HazeJ G. Kinscella, Guy Maier, and others, 
exemplify the unquestionably outstanding roster of professional 
teachers. 
While a list of Eastman students who have gained fame 
in the several areas of music professional life would be too 
impractical to include in this study, the following Eastman 
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alumnists will serve to substantiate the basic aims of the 
school: Wayne Barlow, William Bergsma, R. Nathaniel Dett, 
David Diamond, Ulysses Kay, Kent Kennan, Peter Mennin, 
Gardner Read, Mac Morgan, Robert Weede, Arthur Whittemore, 
and Frederick Fennell. 
Progress and growth in stature of a school may be 
attributed to an individual personality, to the quality of 
faculty and student bodies, to the excellence of the per-
forming groups, 62 or to the realistic and workable curriculum$. 
In the case of the Eastman School of Music, all of these facets 
of an institutionalized education have shared in bringing the 
School of Music to the forefront of importance. Equally to 
be considered are the extant materials of the art of music 
itself. Music's progress depends upon the availability of 
its literature for study. 
The Sibley Library, which contained about 7000 pieces 
in 1922, has been steadily augmented until the present number 
of 145,000 volumes and pieces make it one of the most signi-
ficant music libraries in the Western Hemisphere. Many 
important holograph scores are included in the original Hiram 
Sibley Collection. 63 
62rn 1962, Hanson directed a three month State Depart-
ment tour of the 90 piece Eastman Philharmonic in Europe. 
Hanson has announced his retirement, effective 1964, which 
marks 40 years of service as Director of the Eastman School 
of Music. 
63Riker, op. cit., pp. 23-28, and cf. Bulletin, etc. 
op. cit., 1963-64, pp:-2!-23. 
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SUMMARY 
The Eastman School of Music, founded by means of the 
generous endowment of a philanthropist, has typified the 
university school of music, which began its history in the 
United States of the twentieth century. The experiences of 
earlier music schools in the nation benefited the conceivers 
of the Eastman School. Its finances, from the beginning, 
were assured, therefore as a part of the University of Rochester, 
it offered no fiscal encumbrance, but rather enhanced the 
cultural life of the large university campus. 
A unique characteristic which became associated with 
the Eastman School of Music, largely because of its second 
director, Howard Hanson, has been the development of the 
school into a leading cent~r of American Music. Its active 
participation in performing, recording, publishing, broad-
casting, and televising the creative works of native 
composers, has been influential in the cultural dissemination 
of American Music. 
The educational philosophy of the school has stressed 
the development of sound musicians with broadened cultural 
backgrounds. The forward-looking administration has con-
sistently investigated and tried new methods and curriculums. 
Eastman's graduate program, including the doctorate, has 
repeatedly drawn the calibre of student who has become an 
asset to music in the nation. 
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Eastman's preeminence as a Music School has been built, 
not only upon the Director and a distinguished faculty, but 
also to no less degree, upon the alumni. The graduates of the 
Eastman School have starred in all fields of musical activity: 
in composition, performance, conducting, teaching, authoring, 
and administration. 
Eastman~s leadership in professional organizations 
such as the National Association of Schools of Music has 
steadily improved the position of ~usic, and schools of music, 
in higher education. 
As a separately endowed university music school of 
the twentieth century, the Eastman School of Music is the 
prototype. 
A third type of music school founded in twentieth 
century America was a completely endowed institution, which 
was closer to the European-type conservatory, than any other 
major music school in the United States. While conferring 
degrees in music, it has remained a school of performance 
and composition almost exclusively. 
THE CURTIS INSTITUTE OF MUSIC 
In 1908, the Settlement Music School of Philadelphia 
began as an activity of the College Settlement. The growing 
school was presented a new building seven years later by Mrs. 
~ Louise Curtis Bok, a patron of the arts, and the only 
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daughter of Cyrus H. K. Curtis, founder of the Curtis 
Publishing Company. 64 Supported by private donors, the 
Settlement School developed two student orchestras of 45 
players each, and it offered inexpensive lessons which ranged 
from 50¢ for four lessons, to $2. for four lessons, in the 
early twenties.65 Mrs. Bok became increasingly concerned 
with the musical future of the talented graduates of settle-
ment schools, such as the one in Philadelphia, who were 
children and adolescents from families of limited financial 
means. According to Flesch, John Grolle, head of the Settle-
ment Music School in Philadelphia, suggested to Mrs. Bok 
the idea of founding an unusual music conservatory where 
financial matters would be the concern of neither teachers 
nor pupils.66 She conceived of a national music school, 
that is, it would not be provincial in outlook or scope.67 
64M. DeWolfe Howe, "John Knowles Paine," Musical Quarterly, "X.XV, 3, July 1939, p. 258. The "H.K. n in CUrtis': 
name came from Hermann Kotzschmar, who had arrived in the 
United States in 1848 with the Saxonia Band. He impressed 
Cyrus L. Curtis, from Maine, who duly named his son after 
himself and Kotzschmar. 
6~Musical Survey and Directo~, 1929 (Philadelphia: 
Philadelphia Music Bureau, 1929), p. 1. 
66The Memoirs of Carl Flesch, Trans. by Hans Keller, 
(London: Rockliff, 1957T,~333. 
67Emil Raymond, "Curtis Institute of Music Fulfills 
Purposes of Founder as 4th Season Draws to Close(" Musical 
Courier, XCVI, 13, March 29, 1928 (Spec. Reprint}, p. 3. 
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Accordingly, the Curtis Institute of Music was opened 
in October, 1924 in three mansions which Mrs. Bok had secured 
in Rittenhouse Square, two Drexel family homes, and one Cramp 
residence. In the stated aims of the Founder, the traditional 
conservatory purposes were present, but the concept of a 
broadened musical individual also was found. 
PURPOSES OF THE INSTITUTE 
The Founder's Statement read: 
It is my aim that earnest students shall acquire 
a thorough musical education, not learning only to 
sing or play, but also the history of music, the 
laws of its makin&, languages, ear-training, and 
music appreciation. 
They shall learn to think and express their 
th ughts against a background of quiet culture, 
with the stimulus of artist-teachers who represent 
the highest and finest in their art. 
The aim is for quality of the work, rather than 
quick showy results. 68 
Mary Louise Curtis Bok 
The first catalogue of the Curtis Institute of Music 
inferred the need for a school of music in Philadelphia "which 
equals in all respects the leading conservatories of Europe 
and America."69 John Grolle of the Settlement Music School 
was Director of the Curtis Institute of Music for the first 
68The Curtis Institute of Music, Philadelphia, Opening 
Announcemem-;- n. d. , L,I9'2Y, P. j. 
69The Curtis Institute of Music, Catalogue, 1924-25, 
p. 11. 
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year, which called itself a "non-commercial institution • . • 
exactly the reverse of accepting and producing musical students 
in large numbers."70 The student enrollment in the second 
year numbered 225, of whom 22 withdrew during the two semesters. 
COURSE OFFERINGS AND TUITION FEES 
In its earliest years, the Curtis Institute of Music 
made plans for a feeder school which would prepare students 
for the more advanced work in the Institute. Tuition charges 
were also levied during the first four seasons. 
The Curtis Institute of Music was divided originally 
into two administrative sections: The Preparatory Department, 
and the Conservatory Department. The courses of the .Preparatory 
Department were planned • • • 'to prepare the students, in-
cluding beginners, for the advanced and master classes of the 
Institute."71 A building, pictured in the first catalogue, 
was actually set aside as the Preparatory Center. Moreover, 
the Applied Pedagogy course was offered for students who were 
preparing for a Teacher's Certificate. Class members were 
to have • 
• • 
'the opportunity of teaching in one of the 
Curtis Institute Preparatory Centers."72 There may have been 
7°curtis Institute of Music, Opening Announcement, 
1924, p. 5. 
71curtis Institute of Music, Catalogue, 1924-25, p.22. 
72Ibid., p. 19. This Teacher's Certificate was an 
Institute scroll for proficiency in applied music pedagogy, 
and did not refer to a State certificate. The designated 
preparatory school building, which was located next to the 
present Curtis Institute of Music, was sold to a cosme ic firm 
during the Second World War. 
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a planned connection between the Curtis Institute of Music, 
and the Settlement Music School of Philadelphia, similar to 
the Eastman School of Music affiliation with the David 
Hochstein Memorial Music School in Rochester. In any event, 
the Preparatory Department was not developed at the Curtis 
Institute of Music, and all references to it disappeared from 
the succeeding Institute catalogues. It is also significant 
to note that John Grolle resigned as the first Director of 
the Curtis Institute, • • • "so he could resume his position 
as Head Worker of the Settlement Music School of Philadelphia." 73 
In the second original division of the Institute, the 
Conservatory Department, was clearly for advanced students. 
The candidates for admission were required to take an applied 
entrance examination, upon payment of a $10 fee, and upon 
passing this, they were permitted into ~he full courses, 
which spanned three or four years' time. Applied majors 
were available in almost every orchestral instrument, and 
voice, in the first year. 
In addition to the purely musical subjects, academic 
courses were required of full course students for : 
73overtones, Monthly Publication of the Curtis 
Institute of Music, Philadelphia, I, 1, October 15, 1929, 
p. 2. Also cf. Flesch's Memoirs, ~cit., p. 355. Flesch 
had suggested that preparatory classes-oe-introduoed into 
the Institute, which showed that they had never existed 
there, for he instructed at the Curtis Institute of Music 
for the first three years. 
• • • the cultural development of music students 
should aim to give them an understanding and 
appreciation of the interrelationship of the 
various arts and sciences. Chief among these 
contributions to man's spiritual life are the 
fine arts, literature, ~aience, philosophy, and 
psychological research •. , 
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These subjects, such as: Italian, French, German, English 
Literature, Principles of Psychology, Philosophy, and Inter-
relationship of the Arts, were taught by professors from 
the University of Pennsylvania, Bryn Mawr, and Princeton.75 
There was a two-year Diploma course, which consisted 
entirely of musical subjects, and the applied major. For 
teachers and students not connected with the Institute in 
any of the full courses, there were several offerings in the 
first year. A Teacher's Normal Course was available for 
part-time students, and a limited number of special students, 
in applied fields, were allowed to schedule individual lessons 
with a few of the instructors. For Parents and Music Patrons, 
invitations were extended, by means of the catalogue, to 
attend lectures on the Appreciation of Music, and in the 
Elements of Music.76 This was reminiscent of Southworth's 
74
curtis Institute of Music Catalogue, 1924-25, p. 21. 
75Ibid., and p. 8. These academic courses may not 
have been 11 required," for p. 21 refers to a graduation paper 
"based on these elect:tve subjects." Also cf. Curtis Institute 
of Music, Opening Announcement, 1924, pp. 6 and 12. 
Arso cf. Otto Kinkeldey, 'American Higher Musical Education 
Compared to That in Europe, 11 Proceedin~s, Music Teachers 
National Association, 29 {1935), pp. 2 -28. 
76Ibid., p. 24. 
and Hamerik '' s custom, in the early years of the Peabody 
Conservatory in Baltimore. 
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In the first year of the Curtis Institute of Music, 
the full course tuition fee was $300, but in the following 
year, 1925-26, this charge was raised to $500.77 While Mrs. 
Bok's initial idea had been to found a music school which 
would have functioned with minimal tuition fees, if any, 
she deferred this concept of a completely and privately 
endowed music school for a few years. The motivation behind 
this thinking was the desire to see this new school operating 
in good order before permanent endowment should be considered.78 
However, one full scholarship was offered in each branch, that 
is, in piano, violin, voice, and others. The awards were made 
to students of exceptional ability and in need of such 
assistance. Two other items in the early announcements of 
the Institute which pertained to students were: a Summer 
School was held in 1925, although its activities are nowhere 
stated; and the Institute has maintained no dormitories 
during its history. 
77curtis Institute of Music Catalo~e, 1924-25, p. 27. 
Curtis Institute of ~sic Ca-talogue, 1925- , p. 39. Also. v. 
ibid., p. 23, where · he original $10 entrance examination fee 
was doubled in '25-26. . 
18cf. Flesch, op. c·i t., p. 333. According to the 
author, Mrs. Bok had earlierlengaged him as a teacher of 
.violin on a trial basis, in order to test his "educational 
gifts." 
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FACULTY 
The second 'Principle of the Institute," as printed 
in the first catalogue of the Curtis Institute of Music, 
proposed _.to employ as teachers, artists who combine pedagogic 
qualities with practical musicianship. 1179 The aim of this 
brief statement has been unswervingly adhered to throughout 
the four decades of the Institute's activities. The array 
of professional talent which has been represented in the 
musical instruction at the Curtis Institute, almost has made 
the above second "Principle" an understatement. 
In the first three years, the following musicians 
were members of the teaching staff of the Institute: William 
Kincaid, flute; George A. Wedge, Ear-Training and Harmony; 
Marcella Sembrich, voice; Angela Diller, Rhythmic Training 
and Elements of Music; Josef Hofmann, Wilhelm Backhaus, 
Moriz Rosenthal, and Benno Moiseivitch, piano; Carl Flesch 
and Emanuel z tlin, violin, Louis Bailly, viola; Felix Salmon4, 
•cello; {who comprised the famous Curtis Quartet), Carlos 
Salzedo, harp; Rosario Scalero and Reginald Owen Morris, 
Composition and Theory; and Leopold Stokowski, orchestra. 
There was a total of 11 principals of the Philadelphia Symphony 
Orchestra, who were instructors on their specialties at the 
79curtis Institute of Music, Catalogue, 1924-25, p. 11. 
Curtis Institute. In addition, special lecturers were con-
tracted for the Course ~Comparative Arts. In 1926-27, some 
of the participants in the series of 27 lectures were: Wanda 
Landowska, William Lyon Phelps, Carl Engel, and Daniel Gregory 
Mason. 
An analysis into the backgrounds of education and 
professional experience in most of the foregoing names reveals 
a European conservatory tradition of strong influence. Despite 
the existence of conservatories and m~sic schools in the United 
States for a half century before the founding of the Curtis 
Institute, the pattern of engaging European artists was being 
repeated. 
Further, the practice at the Curtis Institute was 
to offer such attractive honoraria, that concertizing 
artists could not conscientiously refuse to teach others 
80 their secrets of the art of music. Whatever the costs, 
students such as Henry Temianka, Max Aronoff, and Samuel 
o. Barber were registered in those first years. 81 
80plesch, op. cit., pp. 334-35, and 351. Flesch reported 
his own salary as being:f:25,000 annually. Sembrich received a 
.purported $40,000, and Josef Hoffman, when he became Director, 
was paid $100,000. 
81Max Aronoff, later to become a faculty member of the 
Curtis Institute of Music, and a member of the Curtis Quartet, 
after 1927, founded his own New School of Music in Philadelphia, 
in 1942. This institution offered a four-'year diploma course 
in 1962. Jascha Brodsky and Orlando Cole, also graduates and 
faculty members of the Curtis Institute of Music, and also mem-
bers of the Curtis Quartet after Flesch, teach violin and 'cello 
respectively at the New School of Music. Wilfrid Pelletier con-
ducts the Professional Training Orchestra at Aronoff's school. 
Samuel Barber, at 14, was one of the "limited number 
of special students •• who began at the Curtis 'Institute of Music. 
ADMINISTRATIVE CHANGES AND GROWTH 
The second man to administer the Curtis Institute of 
Music was William ~ Walter, whose title from 1925-1927 was 
Executive Director. During this same period, Josef Hoffman 
was Director of the Piano Department. 
Under Walter, the academic program was expanded, so 
that eleven instructors were needed in 1925-26 to teach the 
varied courses. In the English Department alone, the follow-
ing courses were given: English Composition, English Literature, 
The Novel, The Drama, English Poetry, Comparative Literature, 
and English Diction. 82 Bryn Mawr, Swarthmore, Princeton, and 
the Graduate School of the University of Pennsylvania furnished 
the academic faculty. 
In 1927, a new, specially-constructed concert hall 
was dedicated as Casimir Hall. The room was built 26 feet 
above the sidewalk level, and was completely artificially 
lighted and ventilated. In the thirties, the sound-proof 
hall was renamed Curtis Hall.83 
In 1927, Josef Hofmann was appointed Director of 
the Curtis Institute, among other important changes effected 
by the Founder. 
82 Curtis In~%itute of Music, Catalogue, 1926-27, pp.35-42. 
83"curtis Institute of Music Dedicates Concert Hall," 
Musical Courier, December 8, 1927, p. 40. 
PERMANENT ENDOWMENT 
During the first three years of its history, the 
Curtis Institute of Music proved its need and value to Mrs. 
Mary Curtis Bok. In 1927 in order to perpetuate the school 
to: 
• • • hand down through contemporary masters the 
great traditions of the past; to teach students 
to build on this heritage for the future, 
Mrs. Bok endowed the Institute with 12~ million dollars. 84 
In the following spring, Hofmann announced that no 
tuition fees were to be assessed against any student at the 
Curtis Institute of Music, commencing with the academic year 
of 1928-29. This meant that the entire student body was on 
full scholarship. Also, the question or financial need on 
the part of an applicant for admission was disregarded, for 
talent alone became the deciding criterion. There still re-
mained, however, a $20 entrance fee, which went to the 
Students' Assistance Fund, "whether or not the applicant 
was acdepted."85 
84 Emil Raymond, ~cit., p. 31, c. 1. Flesch, op. 
cit., p. 350, claimed th~tne-endowment was raised to 1;--
miiiion dollars, thus giving the school ancannual budget of 
$600,000, figured@ 4%. 
85curtis Institute of Music Catalogue, 1928-29, 
p. 46. 
1928-1938 
Under Hofmann, the Curtis Institute continued to 
hire professional musicians, usually with concert experience. 
These artists were added to the already illustrious roster: 
Lea Luboshutz, violin; Artur Rodzinski, orchestra; Leopold 
Auer, violin; Alexander Lambert, p1ano86; Isabelle Vengerova, 
piano; Efrem Zimbalist, violin; and Abram Chasins, piano and 
composition. 
Beginning in 1927, some of the faculty members at 
Curtis headed small groups of students in their respective 
departments in "summer sojourns in the United States and 
Europe," at the full expense of the Institute. 87 The Curtis 
Institute also organized, through its Concert Bureau, and 
financed, through its endowment, the concert debuts for a 
number of its outstanding students.88 
Needy students of the school were given weekly stipends 
in some cases, with monies from the Students i l Assistance Fund. 
86 Auer also taught at the Institute for Musical Art 
in New York City; and Lambert had been met earlier in this 
study as Director of the New York College of Music from 1888-
1905. 
87curtis Institute of Music Catalogue, 1927-28 p. 7, 
Also v. "Student Groups Who Worked as They Vacationed1. 
1
• Over-
tones, I, 1, p. 6. In the summer of 1928, groups of ~~ 5 and 
6 students, each under a faculty head, travelled to California, 
Maine, Italy, Hungary, etc., at the expense of the Curtis 
Institute. 
88curtis Institute of Music Catalogue, 1927-28, p.7, 
and Flesch, ibid. 
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Affiliations with the Philadelphia Grand Opera pompany 
afforded Curtis students the valuable opportunity to parti-
cipate in regular opera performances. In 1928-29, 10 musical 
radio broadcasts were given, and in the following year, this 
number had been doubled. 
In 1928, the Curtis Institute introduced maximum 
age limits in the various branches of its instruction. 
This European practice follows the traditional philosophy 
that musical talent must be developed and refined before a 
certain age, otherwise artistic maturity is improbable, in 
most cases .89 
Student numbers had been fairly constant before the 
Depression, as the following reveals: 
Students Year 
225 1925-26 
260 1926-27 
223 1927-28 
260 1928-29 
Of the 260 students in the year 1928-29, 59% were male, and 
of the total, 8~ were foreigners. 90 The Curtis Institute of 
Music catalogue of 1929-30 contained a special pasted insert 
which announced that no student vacancies existed in any de-
partment, except violin, viola and •cello.91 
89 Emil Raymond, .£E.:.. cit., p. 3, c. 2. 
90Josef Hoffman, 11A Survey of the Past Year," Overtones, 
I, l, October 15, 1929, p. 2. 
91curtis Institute of Music Catalogue, 1929-30, p.66 . 
In the beginning of 1930, Edward Bok, editor and 
Pulitzer prize winner, and the husband of Mps . Mary Curtis 
Bok, passed away. He was buried at the Singing Tower in 
Mountain Lake, Florida. According to the Curtis Institute 
of Music catalogue of 1929-30, a course in Campanology 
(bells) was given by Anton Brees of the Curtis 'Institute of 
Music faculty at the Tower, which had been donated by Mr. 
Bok.92 
As the Depression began to settle upon the economic 
life of the na~ion, it had some effects upon the Curtis In-
stitute, as upon all music schools. However, because of the 
generous endowment, which apparently had been wisely invested, 
the school continued to function as before. New faculty 
members in 1930 were Clarence Dickinson, Mieczyslaw Munz, 
and Emil Mlynarski. Under Mlynarski~s baton, the student 
orchestra of Curtis played in Boston on March 9, 1930, and 
again at the Academy of Music in Philadelphia, on the 29th 
of April. 93 The number on the musical faculty was 60, and 
14 additional instructors were needed in the academic depart-
ment. Latin and Spanish were added to the language division. 
92 4 
.Ih1d . , p • 7 . 
1929, pp. 61-70. 
Also cf. Overtones, I, 3, December 
p. 82. 
93curtis Institute of Music Catalogue, 1930-31, 
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The curriculum at the Curtis Institute was not computed 
on a certain number of semester hours, but rather upon a 
necessary group of courses, and although the usual courses 
required three or four years to complete, because the school 
was operating upon the full scholarship basis, students were 
sometimes carried on a post-graduate basis, in order to 
build more repertoire, or do more work with a special teacher. 
Curtis lost three of its distinguished faculty in one year: 
Alexander Lambert, Leopold Auer, and Lynnwood Farnum all 
died, in 1929-30• Farnum's position as organ instructor was 
not filled, and the department became inactive for several 
years, as did the composition department. 
These two temporarily suspended departments were 
revived later in the decade, when Rosario Scalero was placed 
in charge of composition, and Alexander McCurdy, a Curtis 
Institute or Music graduate, headed the organ department. 94 
In 1931, the Institute hired Fritz Reiner as chairman 
of the Opera Department, and Alberto Bimboni in voice. In 
the Piano Department, the teachers were classed by grade for 
a few years in the early thirties . For example, in 1931-32, 
Grade A piano teachers were: Hofmann, Munz, et al., and Grade 
B piano teachers were Abram Chaisins, et al.95 However, all 
9~curtis Institute of Music, ' New York Times, May 20, 
1938. 
95curtis Institute of Music Catalogue, 1931-32, p.23. 
faculty openings were not filled during the decade from 
1928-38, and the high point of 74 teachers, both in the 
musical and academic faculties, was never to be equalled 
again. The economic tightening which became necessary at 
this same time at the Curtis Institute can be revealed 
somewhat, in an examination of faculty and student statistics. 
Faculty strength at the beginning and at the end of the De-
pression were: 74 members in 1930-31, and 55 members in 
1939-40. Student figures for representative years also show 
a decline, and then recovery, as below: 
STUDENT 
ENROLLMENT 
225 
260 
159 
207 
FIRST COMMENCEMENT 
ACADEMIC 
YEAR 
1925-26 
1928-29 
1935-36 
1939-40 
In 1934, after ten years of operation, the Curtis 
Institute of Music held its first commencement exercises. 
This cumulative event also conferred undergraduate degrees 
and honorary degrees. A total of 77 diplomas were awarded, 
and 34 Bachelor of Music degrees were given. As the work 
for these parchments had been amassing over the years, some 
students, such as Gian-Carlo Menotti, received the Diploma 
and the Bachelorrs Degree on the same day. Rose Bampton 
and Samuel Barber received the Diploma, and honorary poctor 
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of Music degrees were bestowed upon Marcella Sembrich and 
Leopold Godowsky. 96 In 1936, there were 11 Bachelor of 
Music degrees, and 19 Diplomas awarded. 
The Institute continued to be musically active. There 
were 26 radio broadcasts during 1935-36, and on April 1, 1937, 
Menotti's opera, the first to be composed by a Curtis graduate, 
Amelia al Ballo, or "Amelia Goes to the Ball" received its 
premiere as a Curtis Institute production, under the baton 
of Fritz Reiner. 97 This professional debut of Menotti's was 
a continuation of the Curtis policy to aid their outstanding 
graduates in launching their careers. Some performers were 
given valuable instruments upon which to concertize, for the 
Institute maintained a large collection of fine instruments 
for the use of its students.98 
In 1937, Ruvin Heifetz, the father of Jascha, was 
appointed instructor of violin, and Boris Goldovsky was 
named assistant conductor of the Curtis Institute of Music 
96curtis Institute of Music, First Commencement and 
Conferring or Degrees, Program, TUesday, May 22, 1934, 11 pp. 
97navid Ewen, American ComSosers Today (New York: 
The H. W. Wilson Co., 1949), p. 16 • 
98E.a. v. Curtis Institute of Music Catalogue, 1929-30, 
pp. 76-77, which contained a list or-all the instruments which 
were Institute property. Among these were a violin, a viola, 
and a doublebass by Amati. 
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Orchestra, and vocal coach. 99 At this same period, Shura 
Cherkassky, Nadia Heisenberg, and Helen Jepson, all Curtis 
graduates, were launched in their own careers, thus serving 
to justify the aims of the Founder. 
DEVELOPMENT FROM 1938 TO THE PRESENT 
Josef Hofmann resigned as Director of the Curtis 
Institute of Music in September, 1938, "in order to continue 
100 his other musical interests," and the composer Randall 
Thompson served in this post until 1941. Samuel Barber for 
Magrigal Chorus, and Samuel Chotzinov in Music Criticism 
were two new faculty members in 1939. 
Although the Preparatory Department had been abolished 
after the first season, in 1925, provision had always been 
reserved for wunderkinder, and in 1939, three academic tutors 
were listed as part of the faculty at the Curtis Institute. 
The curriculum at this time was not clearly defined beyond a 
listing of the courses, and allocating the various divisions 
of the Bachelor's degree. The Diploma course required three 
or more years, and the Bachelor of Music was set at four 
years. The entrance requirement, beyond the applied ad-
mission examination, was the ubiquitous 16 High School units. 
99overtones, VII, 1, January 1937, and ibid., VII, 2, 
May 1937, p. 73. 
lO~ew York Times, September 28, 1938. 
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Curtis' emphasis upon musicianship and performance is evident 
in the division of the collegiate 120 semester hours: 60 hours, 
applied; 30 hours in 'theory; and the remaining 30 in academics. 101 
The Master ~f Music degree was given only in the field 
of composition, and required a minimum of 30 semester hours 
after the Bachelor of Music degree, spread over a two year 
program. As at Eastman, an original composition of extended 
length was preferred for composition students, rather than a 
thesis. 102 
In 1942, Efrern Zirnbalist was appointed Director of 
the Curtis Institute, and one year later, he and Mrs. Mary 
Curtis Bok were married. From 1944-46, the Curtis faculty 
was enriched with such artists as William Primrose, Gregor 
Piatigorsky, Rudolf Serkin, and Martial Singher. During 
the years of the large veteran returnee college students, 
the Institute managed to admit a few more students, up to 
250, but at no time did the Curtis Institute of Music submit 
a bill to the Federal Government to be reimbursed for educating 
the veterans. 103 This manifestation of Mrs. Zirnbalist's 
generosity, while unpublicized, is the more significant, in a 
period of history when other institutions are constantly seeking 
101curtis Institute of Music Catalogue, 1944-45, p. 10. 
102Ibid. 
103Personal interview with Mr. Jay H. Mattis, Treasurer 
and Assistant Secretary, and Business Manager, on April 18, 1963. 
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for federal aid. 
In the four year Bachelor of Music degree curriculum, 
the major is allowed one half of the 120 hours, the academic 
courses total one quarter, and the remaining 30 credits are 
earned in: 
Solfege, 1, 2, and 3. 
Dictation, 1, 2, and 3. 
Harmony and Counterpoint, 1 and 2. 
Form and Analysis, 1. 
Elements of Music a 1 and 2. 
Chamber Music. 04 
As a full scholarship institution, entrance standards 
can be established to the choosing of the officers and board 
of directors, but Curtis is singular among American conserva-
tories in its age maxima stipulations. While there are no 
minimum entrance ages except in vocal study, the following 
age limits are prescribed: 
Voice: women 18-25 
men 19-25 
Composition: 25 
All other instruments: "Applicants should be105 under twenty-one." 
For all applied concentrations except voice, there 
is no minimum entrance age. Talented students of elementary 
and secondary school ages are privately tutored in their 
104 . Curtis Institute of Music Catalogue, 1962-6~, pp. 19 
and 20. For a few years, after 1953, a course in Grea Books 
was included in the curriculum. V. Curtis Institute of Music 
Catalogue, 1954-55. 
105curtis Institute of Music Catalogue, 1962-63, pp. 
14-17. 
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school subjects, by a special faculty of four, who are 
certified by the Philadelphia Public School system, but who 
are salaried faculty members of the Curtis Institute of Music. 
In the matter of age specifications, the Institute is very 
close to the European conservatory tradition, even among 
contemporary music schools in Italy, Spain and Portugal, 
among other nations . 
On the other hand, the Curtis Institute of Music 
has developed in forty years, from a diploma conservatory, 
into an American college of music, however, with heavy 
emphasis upon the applied concentrations, even in the degree 
programs. Private instruction has been employed exclusively 
at the Curtis Institute of Music . 
The school library has grown from 5000 volumes on 
hand in 1927-28, to 38,000 in 1963, among which are the donated 
Drexel Institute Collection, and the famous Burrell Collection 
of Wagneriana. In the direction of being able to offer more 
diversity in academic subjects, affiliations were expected 
to begin with the University of Pennsylvania in the fall of 
1963. In this, the conservative Curtis Institute of Music 
has demonstrated its ability to keep pace with current edu-
cational thought in higher learning. 
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SUMMARY 
The Curtis Institute of Music grew out of the need 
for establishing a first class conservatory in Philadelphia, 
which would include an advanced musical education for the 
tadented graduates of settlement music schools. Suitable 
buildings were renovated in a fashionable section of the 
city, and the Institute opened with an eminent faculty. 
A proposed Preparatory Department was not developed, 
and tuition fees, collected during the first four years of 
the school's existence, were abolished in 1928. The Curtis 
Institute of Music became a .full scholarship conservatory, 
through the handsome endowment of the Founder. 
From the beginning, a heavy emphasis was placed upon 
talent and performance . The artist-faculty has been heavily 
European in education and experience, even though the Curtis 
Institute was founded relatively recently in conservatory 
history. Although the Institute has been musically con~ 
structed on a traditional European conservatory basis, it 
has simultaneously maintained American concepts of higher 
education in its academic requirements. 
The belief in educating thorough musicians with wide 
cultural backgrounds was present in the Founder's aims. 
Affiliations with several liberal arts colleges were begun 
in the earliest years, and a separate academic department 
has been an integral division or the music school. The 
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Curtis Institute conducted summer cultural tours for its 
advanced students, under department chairmen supervision. 
Some pupils were aided in their professional debuts, even 
to the extent of performing on valuable instruments which 
were the property of the Institute. 
Before the arrival of degrees, the curriculum was 
arranged in a sequence of courses, rather than being com-
puted in semester hour credits . The Curtis Institute of 
Music held no commencement exercises until ten years after 
its opening . At t his event, in 1934, Diplomas and Bachelor 
of Mys ic Degrees were first awarded, many of them retro-
actively. 
The Depression Years caused a certain amount of 
retrenchment and deferment in the scope and goals of the 
Institute , but the many mu~ical activities of the school 
were increased in number and kind . The Curtis Institute 
had always expected a great amount of performance experience 
on the part of each student . Operatic and orchestral pro-
ductions were heard in radio broadcasts, and in live per-
formances, both on tour and in Philadelphia. 
The Master of M~s ic Degrees may be pursued at the 
Curtis Institute of Music in the field of composition only . 
The school has provided t utors for a few talented children 
of elementary and secondary school ages. While this is not 
a preparatory department in the sense of branch affiliates, 
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as in the New England Conservatory of Music, these private 
pupils receive all of their schooling, both general and 
musical, at the Curtis Institute. This i s a type of feeder 
program, on a small scale, but of very high quality. It can 
not be compared with the Russian special elementary music 
schools. 
The educational refinement of musical talent has been 
a prime philosophical concept at the Curtis Institute. The 
undergraduate music degree has been allotted 50% of its re-
quirements to applied music, since its inception. 
The Curtis Institute has admission standards which 
include both performance, and specified age minimum and 
maximal limits for vocal students, and maximal limits for 
all other areas of study. This European conservatory tradi-
tion is part of the vocational school philosophy. The 
retention of this principle at the Curtis Institute, demon-
strates that the school has combined both European and 
American philosophical elements in implementing its high 
aims. At the same time, the class or conservatory system 
of applied musical instruction, which was commonly found 
in both European and American conservatories in the nineteenth 
and early part of the twentieth centuries, has not been used 
as a pedagogical method at the Curtis Institute. 
The Curtis Institute of Music is a completely sub-
sidized music school with degree-granting privileges, which 
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has consistently engaged a faculty of high repute, and 
which has continually graduated accomplished musicians, 
some of international fame. 
As such, the Institute has justified the generous 
benefaction and altruistic vision of the Founder, a true 
patron of the art of music, Mrs. Mary Louise Curtis Bok 
Zimbalist. 
CHAPTER X 
SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS 
Statement of the problem. The purposes of this 
study were (1) to trace the historical backgrounds of 
music teaching institutions in Europe; (2) to show the 
development of the music conservat ories in the nine-
teenth century in both Europe and the Western Hemisphere; 
(3) to investigate the various types of music conservator-
ies which were established in the United States; and (4) 
to study selected American conservatories of the nineteenth 
and twentieth centuries which changed from continental 
type institutions to American colleges of music. 
Sources of data. The sources of information for 
a study of the music conservatory have necessarily included 
such documents as: reports of the boards of trustees, 
presidents' reports, offical school catalogues, announce-
ments, periodicals, commencement programs, and other 
conservatory and music school printed materials. Student 
annuals and alumni bulletins, the publications of the 
various professional organizations, and personal interviews 
with administrative officers have also yielded invaluable 
information regarding conservatory histories and philoso-
phies. 
Related studies, both published and unpublished, 
which have included the histories of specific schools, 
have also been consulted as major sources in the investig-
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ation of the music conservatory in America. 
SUMMARY AND CONCLUSIONS 
After Constantine, the teaching of music in the 
early Christian era was based upon earlier Greek 
theory and practices. The schola cantorum developed 
as a religious school which specialized in chant 
instruction. The use of theoretical treatises on 
music in the early academic educational institutions 
such as the monastery and cathedral schools, aided 
music's inclusion into the curriculums of the medieval 
universities, the trivium and the quadrivium. The 
Spanish University of Salamanca, partly influenced by 
Mohammedan culture, taught both theoretical and 
practical music, as did the Universities of Paris, 
Oxford, and Cambridge. 
Gradually, musica practica was replaced by other 
university studies, and special music institutions 
arose to fill the need. The wandering minstrels, 
called by various names in the different countries·, 
developed strict music schools in the periods of the 
brotherhoods and guilds. Two other music institutions 
of the Renaissance were developed in Italy. The 
academy was an adult cultural organization which tended 
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toward the discussion and practice of the interrelation-
ship of the arts. 
The conservatory was initially a type orphanage 
where children were afforded a Christian education, 
which included some emphasis upon music. The more 
talented pupils of the conservatori, the four boys' 
schools in Naples, and the four girls' schools in Venice, 
were given special musical training. Gradually these 
institutions outgrew their founding purposes, and 
evolved into respected music schools which produced 
many musicians of fame. 
The success of the conservatori led to the 
establishment of similar state and municipally supported 
music schools in all sections of Europe, during the 
nineteenth century. The Paris Conservatoire and the 
Leipzig Conservatory were two institutions whose 
methods and curriculums were emulated in newer music 
schools of the nineteenth century, on both sides of the 
Atlantic. 
The profile of the typical European conservatory 
differs little in 1963 from when it was first conceived 
in the nineteenth century. It is usually government 
supported, either by state or city, and sometimes by 
both. It is considered a. vocational school, quite 
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apart from, and different than the purposes of a 
university. Its prime function is to prepare talented 
students with the necessary technical and musical refine-
ments to enter into the several areas of professional 
musical life. The conservatory in Europe usually has 
age maxima for its entrants, and sometimes, both 
maxima and minima requirements must be satisfied. 
Frequently there is an extensive system of 
succursalia or ele~tary and provincial conservatories 
which feed into the main national conservatories. 
Such a network of schools can be found in France and 
Russia today, among many other nations. The musical 
conservatory on the continent has a markedly different 
social milieu than its younger counterpart in the 
United States . There is no student organization of 
classes, and alumni associations are rare. In effect, 
most European conservatory students become scholarship 
students upon admittance, -therefore one of the 
A principle raisons d'etre of American conservatory · 
alumni associations has not existed in continental 
conservatory life. 
In Europe, the training of musicians is more 
individualistic than in America, in that there is no 
fixed curriculum in the strict sense of computing 
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semester hour -credits. The course of study is flexible 
according to each student's technical ability and prog-
ress, for the years of required study will vary. 
Degrees in music are not given by the conservatories 
in Europe, for the academic background of a conservatory 
student is presumed to have been obtained in schooling 
prior to conservatory admission. 
While there are many important examinations in 
the conservatory itself, the extramural pressures of 
certification and accreditation are not as yet import-
ant enough, where they exist, to promote curriculum 
revision or to instigate the granting of degrees in 
European conservatories. 
In Latin America, the Spanish and Portuguese 
colonists sought immediately to implant firmly their 
cultures in the New World. Their conservatories were 
modelled after European schools exclusively, and have 
changed little since their beginnings. A Latin 
American conservatory today is similar to the 
European contemporary conservatory of music, even to 
the use of feeder branches in its vocational concept. 
An important function of these schools, as of those 
in Europe, is to furnish music teachers for the public 
school systems. 
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In Canada, both French and British musical 
traditions were successfully transplanted in the New 
World. The Paris Conservatoire became the model for 
music schools which were located in Quebec province, 
while the English-speaking provinces established 
music schools which followed the lines of the British 
Royal College of Music and the Royal Academy of Music. 
The large Canadian conservatories however, have 
introduced features such as affiliations with colleges 
and universities and earned degrees in music, which 
are not found in the traditional conservatories of 
Europe. The evolution of the Toronto Royal Conserva-
tory of Music has paralleled the development of music 
conservatories and music schools in the United States. 
In the British Colonies of the Atlantic Sea-
board, music developed in both sacred and secular 
institutions to such an extent that special music 
schools were being organized by the end of the eight-
eenth century, with some of them bearing the title 
"conservatorio". 
In the nineteenth century, the United States 
of America expanded rapidly in all areas of its 
national life. Music became increasingly important 
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in educational philosophy, and its admission into the 
curriculums of the public schools served to magnify 
the need for properly trained music teachers. The 
large influx of immigrants to America in the nine-
teenth century added impetus to the need for founding 
native music schools. Many Americans travelled to 
Europe in order to pursue a thorough musical training 
at such famous conservatories as those in Leipzig, 
Stuttgart, Paris, and Berlin. Some of these musicians 
and other philanthropic individuals were instrumental 
in establishing music conservatories in the United 
States which were largely European music schools in 
concept. The class system or conservatory method of 
teaching applied music was used in all the major 
American conservatories which opened in the nineteenth 
century. 
Whereas the conservatories in Europe were 
usually public supported, those in the United States 
were privately sponsored. Moreover, the few attempts 
which were made to secure state or government aid, or 
to establish a National Conservatory supported by the 
Federal Government, were defeated in every case. 
Those music conservatories in the United States 
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which have had a continual existence since their 
foundings in the nineteenth century, have fallen into 
several types: 
1. The conservatory as part of a cultural 
endeavor, e.g., the Peabody Conservatory of Music of 
Baltimore, a division of the Peabody Institute. 
2. The conservatory as an integral school of 
a college, such as the Oberlin Conservatory of Music 
of Oberlin College in Ohio. 
3. The independent conservatory, e.g., the 
New England Conservatory of Music in Boston. 
4. The conservatory which merged with one or 
more other music schools, such as the Cincinnati 
Conservatory of Music and the College of Music of 
Cincinnati, which were unified as the College-Conserv-
atory of Music of Cincinnati in the twentieth century. 
This institution recently was incorporated as a 
college of the municipal University of Cincinnati. 
These American conservatories gradually 
developed degree programs in the twentieth century in 
keeping with the changing concepts of higher education. 
The growth of public school music departments in the 
conservatories accentuated the need for satisfying 
certification and accreditation requirements. 
Standardization of curriculums followed the emergence 
of organizations such as the National Association of 
Schools of Music. 
Three music schools which typified music 
conservatories instituted in twentieth century 
America were: 
1. The independent conservatory, such as the 
Institute of Musical Art of New York City, which later 
amalgamated with an advanced music school, the 
Juilliard Graduate School. Under a new nam~, the 
Juilliard School of Music, it has operated as a 
college of music, offering undergraduate and graduate 
degrees. 
2. The school of music which is part of a 
university structure, e.g., the Eastman School of 
Music of the University of Rochester, New York. 
3. The private scholarship school, such as 
the Curtis Institute of Music in Philadelphia. 
These eight schools whose histories have 
served as the basis for this study, were all privately 
founded, some with large initial endowments. Two of 
the schools merged, and seven years later, the comb-
ined institution became the music school of a municipal 
university. Of the other six, one of the schools has 
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has joined with a graduate foundation and has further 
been designated as an integral member of a large 
metropolitan cultural center. 
All of the specified music schools have expanded 
their curriculums and grant earned degrees in music. 
Two of these offer doctoral programs. Six of the eight 
schools .are members of the National Association of 
Schools of Music. These eight schools have produced 
countless graduates who have entered all areas of 
professional music. 
The European conservatories which were planted in 
the American musical soil of the nineteenth century~ have 
transformed into American colleges of music. The American 
student of music can be thoroughly educated in the American 
music school. Study in Europe, while invaluable for some 
areas of advanced technical work and research, is no longer 
the sine qua ~of the nineteenth century. 
The need to supply special music teachers to the 
public schools, the spread to higher education of the 
democratic concept which held that educational opportunity 
should be available to all, the pressures of standardizat-
ion and accreditation, and the general rise of the educational 
level of the American people, all served to transform the 
traditional continental type of vocational music conserva-
tory into an American type of degree-granting college of music. 
Recommendations for further research studies. In the 
course of compiling information concerning the evolution of 
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American music conservatories, several aspects of the 
history of music in America obviously have not been 
investigated. 
1. A complete historical study of music in the 
Settlement School Movement in the cities of the United 
States is needed. Because of the private establishment 
of music conservatories in America, Settlement Music 
Schools were organized by civic groups in order to 
preserve and develop talent in individuals of limited 
economic means. 
2. A thorough historical study is needed of the 
class system or conservatory method of teaching applied 
music in small groups of graded classes. This system, 
found in all major conservatories of nineteenth century 
America, has almost disappeared from use. 
3 . The histories of individual schools of music 
and music conservatories in the United States are few. 
The existing histories in most cases, concern schools 
which are university schools of music. The independent 
music schools which are traditionally not oriented 
toward musicological studies, have neglected their own 
histories. In no independent school of music which 
the author visited, was a complete set of the institu-
tion's catalogues extant. In the matter of presidents• 
and trustees' reports, the toll of time and indifference 
has been greater . 
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4. There is need for a complete study of the 
various attempts to establish a national conservatory 
in the United States, with support of the federal 
government. The first efforts in this direction were 
made in the 188o•s and continued for half a century. 
5. A full historical study is needed on the 
use of shaped-notes in American music education and 
in religious music. The fact that some sections of 
the nation still read newly-printed hymnals in 
"character" or "buck-wheat" notation, makes this 
interesting facet of American music history the more 
important to investigate. 
6. More studies of a follow-up nature 
concerning conservatory and music school alumni in the 
various areas of music and music education are 
recommended in evaluating current offerings and 
professional and vocational requirements. 
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APPENDIX 
Chronological listing of the Directors or administra-
tive leaders of the eight American music schools, whose 
histories have been presented in chapters VII, VIII, and IX 
of this study: 
Chapter VII . The Peabodl Conservatory of Music . 
DIRECTOR Years of office 
Lucien H. Southard. • • 1868 - 1871 
Asgar Hamerik • • • • • 1871 - 1898 
Harold Randolph • • • • 1898 - 1928 
Otto Ortmann . • • • • • 1928 - 1941 
Reginald Stewart • • • 1941 - 1958 
Peter Mennin • • • • • 1958 - 1962 
Charles Kent • • • • • 1963 -
The Oberlin Conservatorl of Music 
John Paul Morgan ••• 1865 - 1866 £c d. t for one 
George W. Steele ••• 1865 - 1871 > o- ~re~e~~' 
Fenelon B. Rice • • • • 1871 - 1901 
Charles w. Morrison •• 1902 - 1924 
Frank Holcomb Shaw • • 1924 - 1949 
David R. Robertson • • 1949 - 1961 
James s. Ballinger • • 1962 -
The New England Conservatorl of Music 
Eben Tourjee • • • • • 1867 - 1891J 
G b 1867 868 Both titled Directors) Robert old eck • • • • - 1 · 
Carl Raelten • • • • • 1892 - 1896 
George w. Chadwick • • 1897 - 1930 
Wallace Goodrich • • • 1931 - 1942 
Quincy Porter • • • • • 1942 - 1946 
Harrison Keller • • • • 1946 - 1958 T.itle changed to 
James Aliferis • • • • 1958 - 1962 President 
Chester w. Williams •• 1962 -
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Chapter VIII . The Cincinnati Conservatory of Music 
DIRECTOR Years of office 
Clara Baur •• 
Bertha Baur • • • • • • 
• • 1867 - 1912 
• • 1912 - 1931 
(The founder and her 
niece were often 
referred to as 
"Directress 11 ) . 
Frederick Shailer Evans 1931 - 1932 
Herbert Witherspoon •• 1932 - 1933 
John A. Hoffman •••• 1933 (Dean of the Faculty) 
11 
• • • • 1937 - 1946 Director 
Mrs . John Hoffman ••• 1946 - 1948 Acting Director 
Luther A. Richman • • • 1948 - 1952 
William s. Naylor • • • 1953 - 1955 
Merger in 1955 with 
The Cincinnati College of Music 
Theodore Thomas • • . • 1878 - 1880 George Ward Nichols • • 1880 - 1885 President of the Board of Trustees 
Peter Rudolph Neff 1885 1897 II • . William McAlpin • 1897 1898 II • • • Julius Fleischmann 1899 1918 rr • • Arnold J. Gantvoort • • 1901 - 1920 Business Manager Nicholas Longworth • • 1920 - 1922 President of the Board of Trustees 
R. \v. Balke • 1923 - 1924 II • • • • • Ge orge W. Dit t man • 1924 - 1925 II • • Adolph Hahn • . . . • • • 1925 - 1930 Director (title 
restored) 
Sidney Durst • • • • • 1931 - 1934 
J . H. Thuman • • • • • 1934 - 1941 Walter s. Schmidt • • • 1941 - President of the 
Board of Trustees 
Martin J . Dumler . • • 1941 - 1957 Vice-President of the 
Board of Trustees 
Merger in 1955 with the Cincinnati Conservatory 
J . Lawrence 1tlillhide • 1956 - 1962 Dean 
Incorporation into the municipal University of 
Cincinnati in 1962, with the title College- Conservatory of 
Music of the University of Cincinnati . 
Chapter IX. The Institute of Musical Art 
DIRECTOR Years of office 
Frank Heino Damrosch • 1905 - 1926 
1926, Incorporation with the 
Juilliard School of Music 
John Erskine • • • • • 1926 -
Ernest Hutcheson • • • 1937 -
William Schuman • • • • 1946 
Peter Mennin • • • • • 1962 -
1937 President 
1945 II 
1962 II 
The Eastman School of Music of the University 
of Rochester 
.Alf Klingenberg 
• • • • 1921 - 1923 Director Howard Hanson • 1924 1964 II • • • • 
'lhe Curtis Institute of Music 
John Grelle • 
• • • • • 1924 - 1925 Director William E. Walter • 
• • 1925 - 1927 Josef Hofmann • • • • • 1927 - 1938 Randall 'lhompson • • • 1939 - 1941 Efram Zimbalist • • • • 1941 -
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